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Fig. 1 — Handwoven tapestry and pile rugs. Left, top, jute and 
cotton rug in blue, brown, black, and white; bottom, flax 
and jute rug in brown, black, and white; right, hanging screen 
with linen and wool rug woven to match. Colors, browns and black 

From Rug Exhibition, Oregon Ceromic Studio, Portland, Oregon. 

Photo by Margaret Murray Gordon. Permission, Handweaver and Craftsman. 
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Preface 


With the increasing interest in handweaving over the past decade, rug 
weaving has come into its own as a popular American homecraft. A corre- 
sponding increase in the amount of instructional material, however, has not 
been available on this subject. While many books cover the different types 
of rugs which can be made by hand, up to date no one volume has been 
devoted solely to rug-weaving methods and designs. Through our experience 
in teaching hundreds of weavers, both personally and through correspondence, 
we have been impressed by the many requests for help in the weaving of 
rugs. Students ask for “different ways to weave rugs,” for “new rug designs,” 
or for a book covering the field of rug weaving only. The authors have 
written this book to fill this need, hoping that it will provide a basic manual 
of instruction for rug designing and weaving. 

Our first aim is to give clear and simple directions for each different rug 
technique presented. In developing this directional material, we have tried 
to incorporate the principles of better rug designing, not only in handling 
traditional forms, but particularly in working with contemporary rug design. 
A wide range of techniques and patterns to choose from has been described 
here so that the rug weaver will be better able to work out his or her 
individual home-decorating problems. It is hoped that this book will also 
inspire the weaver to achieve and maintain a high level of craftsmanship 
in the actual making of rugs, for without this high quality no art can long 
endure. To persons who are not weavers, this book may serve as a cultural 
guide and a source of useful information on handwoven rugs, and we hope 
it may even inspire some of these readers to start weaving for themselves. 

We feel that this book should be of special help to the home rug weaver 
who is looking for reliable guidance and good design ideas; to the weaving 
teacher, both in the field of art and in home economics and occupational 
therapy, who is seeking to educate her classes in the use of practical and 
artistic fabrics in the world of today; and to the commercial rug weaver who 
may find, in the study of handwoven rugs, ideas that may be adapted to the 
industrial market. 

This book covers the methods used in weaving all types of handwoven 
rugs, their designing and decorative use. It includes only those rugs which 
are woven with the use of a weft or filler laid in across a warp, or closely 
related methods. Because this field of weaving is so broad, there is not 
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room here to include the basic principles of weaving itself. We assume 
that the reader either knows the fundamental processes of weaving or else 
wishes to learn them from the many books available on the subject. However, 
this text is not limited to rug weavers only. Weavers seeking to adapt certain 
rug techniques to other types of weaving will find processes so carefully 
explained that they may be applied to making relatetl articles such as up- 
holstery, pillows, mats, or heavy fabrics in general. 

Rug weaving offers a vital challenge to experienced weavers familiar with 
textile construction, for to design and make a beautiful floor covering is 
indeed a great accomplishment. Today, the avenues open in the field of 
commercial designing have greatly increased since more and more manu- 
facturers have come to realize the benefit of securing rug styles designed by 
trained artists and craftsmen. There is in fact ample room in our American 
market for the better grade rug of good design and quality materials. 
The training and skill of our hundreds of thousands of weavers should be 
able to meet this need. 

Any weaver, whether amateur or expert, is smart to select rug weaving 
as a specialty. The simplicity of the weaving processes and the small 
number of materials necessary make economical buying on a large scale 
possible, and at the same time allow a good margin of profit. From the 
production standpoint, rugs arc woven more quickly than many items. 
From the sales standpoint, the rug weaver has a great advantage, for rugs 
have universal and practical appeal. 

Let us begin to use our looms more for this highly practical form of 
craftwork. The field is interesting beyond measure, and we American 
weavers should lose no time in reclaiming our heritage, the creation of 
beauty underfoot. 

The Authors 
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PART I introduction 


CHAPTER I 

Rugs and Rug Weaving 


The craft of weaving has had its appeal for homemakers since the beginning 
of time, and still lures us on to hours of creative pleasure. It has been 
responsible for the creation of a large proportion of the textiles used in the 
world. In some bit of handweaving the structure of every new commercially 
woven fabric has been conceived. From twill to gabardine, from muslin to 
brocade, every kind of woven cloth once originated in the mind of an 
individual and probably first appeared across the warp of a hand loom. We 
therefore owe a debt of gratitude to the loom. As Rodier says, in The Romance 
of French Weaving, “Nothing has ever been invented to take the place of 
the loom or to rob it of its usefulness.” 

A loom is a simple device which makes it possible to raise and lower a set 
of lengthwise warp threads held at a tension and thus form successive open- 
ings through which a weaving thread or weft is laid to make a row of 
cloth. A loom can be either of wood or steel, and has very few parts. It is 
easy for anyone to learn to manipulate, and it is fun to watch the cloth 
grow; anyone who has spent an hour or two laying weft threads through the 
shed, and feeling the rhythmic beat of the batten, will always thereafter 
treasure the experience. A typical rug loom is shown in Figure 6, and a 
diagram of a loom and its parts in Figure 7. 

Many books have been written explaining the weaving process, and you 
will find at the end of this book a list of these, any one of which will 
give you a working background. This book deals only with one phase of 
weaving, the making of rugs. It is hoped that the rugmaker, after mastering 
this branch of the art, may later investigate other fields and experience the 
creative pleasure of weaving various articles of home decoration and personal 
attire. 

HISTORY OF RUG WEAVING 

Both from the standpoint of historical importance and decorative signifi- 
cance, there is no type of fabric in the world, unless it be personal clothing, 
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Fig. 2 — Detail from modern 
interior with handwoven 
wall-to-wall carpet and 
upholstery. By Viola Grasten, 
Nils Nessim Studios, 
Stockholm. Directions for 
weaving on page 102. 

Courtesy — Swedlsh-Americon 
News Exchange 


that has meant more to the comfort and enjoyment of mankind than rugs. 
It was not only the very first fabric put together but was often the only 
means of home decoration possessed by men of early civilizations. Rugs offset 
the bareness of dwellings, whether they were used underfoot as protection 
on floors of clay, stone, or marble, across openings to form doors, or as 
partitions to divide halls into rooms. Rugs were used as blankets for 
warmth and protection or to cover stone benches and tables. A traveler 
could roll all his possessions into a rug and go forth with his world on 
his shoulder. Rugs were the one indispensable item of the household and, 
last but not least, they were the channel through which men could transfer 
the beauties of the outside workl to the home within. It was to make rugs 
that the first palace industries were formed, and there dozens of weavers 
sat, knotting, day by day, rug fabrics that were to -become famous for all 
time. We find that these ancient weavers knew as much if not more about 
weaving than we do, and we are overwhelmed at their ingenuity in designing 
and their masterful flexibility of method. 

The following short passage gives a vital picture of the weaving activities 
of those days. “Every family had its loom; everybody wove. No craft ever 
employed so much of the time and energy of a whole nation of people. 
Such a universal art always has great strength and vitality. The nomads 
of the desert as well as townsmen, measured their wealth by their weavings.”* 

Before the days of weaving as we know it, clumps of sheep’s wool were 

*The Rtig and Carpet Book, ^>y Mildred lackson O’Brien (Second ed., New York; McCiraW'-Hill H*H*k 
Company, 1951). 
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thrown on the earth of a hut to counteract its dampness, and the dwellers 
just kept walking on the fibers until they held together and formed a 
feltlike rug. Something more like a woven rug took shape when men laced 
together soft sections of tree bark or strips from the skins of animals. With 
the invention of the spinning wheel, men were able to weave continuous 
wefts over long warps to make actual rugs. From that time until the present 
day, methods have been devised for intertwining spun fibers of wool, cotton, 
linen, and silk, as well as synthetic fibers, into rugs of all sizes and 
descriptions. 

Although a lifetime is not long enough to enjoy and become conversant 
with their many intriguing varieties, the rugs of the world may be listed 
under a few simple heads. The most important and universally made, 
grouped from an international viewpoint, are the types presented in this 
book, pile, tapestry, needlework, and woven. Many of these rugs can be woven 
on two-harness as well as four-harness looms, and the texture of all of them 
consists simply in the repetition of a knot, stitch, or weaving unit first 
devised by a human hand. 

PILE RUGS 

To Persia are attributed the very earliest and loveliest pile rugs as well 
as the responsibiliy for spreading the art of rugmaking throughout the 
world. The invention of one little rug knot, known as the “Sehna” or 
Persian knot, made with a tiny tuft of wool or silk, is at the root of the 
art of pile rugmaking. This knot and the related Ghiordes, Spanish, and 
Rya knots eventually covered the floors of almost all the countries of the 



Fig. 3 — Floor coverings and 
hangings in rug techniques. On 
wall, left, multi-level rug of linen, 
jute, and wool in yellows, 
chartreuse, and orange. Right, mohair 
and wool rug. Left, on chair, rug 
in brilliant colors of wild cotton. 


From Rug Exhibition — Oregon Ceramic Studio, 
Portland, Oregon. Photo by Margaret Murray 
Gordon. Permission, Handweaver and Craftsman. 
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Fig, 4 — Fiber screen 
and modern rugs. 
On wall, left, screen 
woven of natural 
fibers. Center, 
tapestry rug of 
Persian 3-ply wool, 
yellow to brown with 
black. Right, pile rug 
of jute and rayon, 
gray and yellow. 


From Rug Exhibition — 
Oregon Ceramic Studio^ 
Portland, Oregon. 
Photo by Margaret Murray 
Gordon. Permission 
Handweaver and 
Craftsman, 



world, and were repeated in thousands of diftercat ways. Whetlier or not 
the idea came from the warm pile of animal fur wliich luul been used since 
ancient days to provide bcxlily warmth, the pile rug certainly utilizes the 
same principle of insulation from the cold and is the warmest type of rug 
made. The Turks, defying their cold climate, sewctl tufts of wool all along 
their warps to make their rugs warmer. The Scandinavians, too, learned 
from experience the wontlerful insulating properties of a tufted Flossa rug, 
and we find the Rya knot universally employed in cold northern climates. 
The early colonists must have used the same reasoning, for the h(X)kcd rug 
was very popular in early days, both warm and comfortable to the f(x>t and 
simply a variation of the tuftcxl rug. It happens, too, that its character of 
many repeated knots is such that designs are easy to intrcKlucc, and the 
changes of color can be gradual arul <x:cur at any point. Pile rugs, therefore, 
prove a perennial medium of comfort ami beauty. 

The first pile rugs probably belonged to Persian royalty ami brought the 
purity and brilliance of outdoor gardens to cold iml(X)r rooms where doors 
were stone or marble. These rugs were huge in size ami knotted by haiul. 
Through devious trade channels, the little rug knot worked its way into other 
countries; but no matter where it is found, it is still called Oriental nxlay. 

The history of the transfer and growtli of the art of {)ilc-rug weaving takes 
us to Europe where Spain first acejuired the art from the invading M(K)rs. 
From there it permeated the Continent, where developed tho.se extjuisitc 
Savonneries of France, the deep pile rugs of Austria, the beautifully dyed rugs 
of Germany, and the Rya and Flo.s.sa rugs of the Scandinavian countries. 'I'lie 
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Crusaders brought the art to England, and there we find its careful adapta* 
tion to now famous rug types, the Wilton, Axminster, Scotch ingrain, and 
the Brussels carpet. In all rugmaking countries the love of flowers and 
gardens seems more dominant than any other note, and the strong influence 
of Persian designers can be clearly traced in many of the most modern pile 
rugs of today. 

TAPESTRY RUGS 

The very first tapestries were rugs, not to be hung on the wall for decora- 
tion, but to cover a palace floor, and the ancient word for carpet was tapis. 
Opr later word, “tapestry,” therefore, really suggests a carpet, and although 
wall hangings eventually received the name, a tapestry was initially a tapis 
or floor covering. It is interesting to note that the wall tapis was used to 
hang between rooms or spaces, making partitions in houses, partly to pre- 
vent sound from traveling and partly for appearance and a feeling of warmth. 
Hence, the texture was often heavy and thick, and tapestries and rugs were 
interchangeable. Only later do we find more decorative and less weighty wall 
hangings covering the wall itself. Among the earliest of tapestry weavers were 
the Egyptians, and ever since their time the art of tapestry has given rise to 
breathtaking examples from various parts of the world. The first tapestries, 
however, were quite simple in design and had very few colors. Shading was 
done by crosshatching at right angles to the weaving. 

Like pile-rug weaving, the path of the tapestry weave spread northward 
into Europe where it was developed to perfection by the French weavers in 
their Aubusson rugs and wall hangings. No designs were too complicated 
for those gifted weavers to attempt, and the many alluring pastel shades of 
these rugs are the wonder of all who have seen them. Tapestries of extraor- 
dinary loveliness were also produced in mid-European countries — Bessarabia, 
Yugoslavia, Poland, and Italy — while in Norway and Sweden tapestry rugs 
adhere to the national characteristics of simplicity and functional beauty. 

Navajo rugs should be mentioned here as a truly representative type of 
the American tapestry rug. They are also the oldest type of rug made in this 
country and are regarded by some as much a part of our heritage as old 
Colonial rugs. The Navajos became a relatively peace-loving people, traveling 
in small tribes but always weaving and raising sheep on the mountains to 
provide their meat and wool. Navajo rugs are in a category by themselves 
as they are not duplicated anywhere else in the world, and we should be 
proud that they originated on American soil. Genuine Navajo rugs are simple 
and beautiful, and some lovely ones are to be found in many of our museums, 
especially in the far West. They are still being woven today by Navajo 
craftsmen who use much the same primitive methods their ancestors used 
to create the first original designs, and we trust that production methods will 
not entirely ruin their genuine quality and beauty of coloring. 
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NEEDLEWORK RUGS 


Several of the rug techniques in this book, although basically handwovcn, 
owe their origin to needlework processes. Throughout the many centuries 
when pile and tapestry rugs were in full flower, embroidered rugs were being 
made on a smaller scale, mostly by unpretentious nee<Ueworkers at home. 
Their art, universally employed in Europe and Asia, seems to have been 
bypassed by production methods. Cross-stitch and chain-stitch rugs arc the 
most familiar types. There are some lovely examples in museums, among 
them the famous Caswell carpet, product of a New Englander and worthy 
of mention because in the design of this lovely carpet are wrought much 
the same lovely galaxy of floral forms that the Persians used so successfully 
in their rugs. Its stitch, the “chain stitch,” is to all intents and purposes a 
moclern “Soumak.” Our laid-in and embroideretl Flossa rugs arc also essen- 
tially needlework rugs. 

WOVEN RUGS IN AMERICA 

In the early days of our country’s history, rugs of any kind were a hard- 
earned and welcome luxury protecting the foot from the dampness of crudely 
built houses. The very poorest homes had dirt floors with sand scattered 
over them for cleanliness, or animal hair and rushes for added warmth, a 
custom still continued in Norwegian farmhouses. In the better homes of 
the early settlers, long before wood floors were used, it was the custom to take 
large sails, paint them heavily on both sides to make tlicm lie flat, anti use 
them as a firm, protective floor covering. Tilelike figures were even paintctl 
on their surfaces, forming a design similar to our modern linoleum. Those 
who could not afford complete sailcloth coverage, paintctl smaller cloth squares 
to use where most needed. 

Then came the rag carpet, woven on its strong flax or cotton warp anti 
making use of discarded scraps of clothing. A sturdy type was the warjvfacc 
rug with a weft of any material whatever conccaletl by a brilliantly striped 
wool or linen warp. Later came the ingenious hantlwoven Colonial pattern 
rugs with their beautiful symmetrical designs. Little tlistinction was made 
in those days between coverlets and rugs. They were often interchangeable. 
It was the custom where home furnishings were meager to take the itight- 
time coverlet for a daytime rug, or a soft warm rug for a nighttime blanket, 
a custom also typical of Oriental lands and just another proof of the uni- 
versal similarity of our fabric needs. 

The early colonists also developed to perfection a reversible-rug technique 
known as Summer and Winter, with design spaces predominantly dark on 
one side and light on the other. This idea was considered practical for rugs 
and coverlets, the dark side used for rough family wear especially in winter 
when clothes and footwear presented the problem of greater soil, and the 

6 



light side saved for summer or days of entertaining. Because of its firm struc- 
ture, Summer and Winter has remained one of our most useful rug methods. 

The Log Cabin, too, a simple textural rug of alternating warp colors, proved 
practical because it offered attractive design easily achieved, and did not show 
soil readily. It was used a great deal in both New England and the South. 

With the revival of handweaving some seventy-five years ago, there came 
a great interest in these and other rug techniques, some of them brought to us 
by citizens from overseas, such as the Mattor, Crackle, bound-weave, and varia- 
tions of pile and tapestry. 

The looms of America are capable of weaving any size, shape, and kind of 
rug that has ever been known, and the onetime dependence upon foreign 
imports for a high-quality product is a thing of the past, although we still 
do import a great many types of rug fabrics. In our factories, we now 
produce the traditional Brus.sels, Wilton, ingrain, and Axminster carpets 
plus the Oriental, hooked, chenille, needlework, and many others. 

There is a new trend toward a plain but more textured carpet that has 
added greatly to the growth of the rug industry and provided opportunity 
for the acceptance of new rug designs by our handweavers, the more skillful 
of whom find their field in the creation of textures to be produced by others. 
The strict simplicity of modern decoration demands a departure from the 
standard, though beautiful and familiar forms, and so a variety of new ideas 
in rug textures are needed each year. We handweavers can be justly proud 
of our fine heritage in this important art of rugmaking and aid in con- 
tinuing its creative growth. 


Fig. 5 — Handwoven 
tapestry and pile rug 
in modern interior. 


Courtesy — Clem H. Smith 
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Courtesy Gallinger Crafts 

A rug loom and its products. The loom is a 4-harness jack type. 


CLASSIFICATION OF RUGS 

The relationship of warp and weft i.s the factor that determines die 
character and kind of rugs we make. We must ask: What does the weft do 
as regards the warp? Does it pass through it evoking a flat rug, or i.s it tied 
to it in vertical knots making a pile rug? Moreover, if the weft passes 
through, does it do so from selvage to selvage making clean-cut rows; or 
does it connect with other wefts making tapestry? 

And, if it is woven completely through, how are the warps set; close enough 
so that they hide the wefts, or so far apart that the weft sinks down into 
them; or again, at just the distance to make warp and weft show evenly? 
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These factors guide the rug weaver in an understanding of the classifica- 
tion of rug types according to their inherent structure. 

There are two main groups of rugs: 

1. Pile Rugs — those with tufts or loops above the flat surface: 

a) Cut pile, such as velvet, clipped rugs, etc. 

b) Looped pile, such as boutone 

2. Flat-Surfaced — those with warp and weft crossing at right angles, forming 

smooth-faced weaves: 

a) Tapestry 

b) Woven: (1) warp face; (2) weft face; (3) warp and weft evenly 
distributed 

The succession of chapters in this book follows this simple and logical 
progression, which is given by Nancy Reath in her book. Weaves and Their 
Classification. We therefore start with pile rugs, the first type made by man, 
a simple type requiring merely the repetition of a single knot on a planned 
design. Yet this primitive knot, like so many little drops of water or tiny 
grains of sand, has given rise to some of the most impressive rugs in the 
world, of intricate design but simple workmanship. Next follows, as it did 
in history, the tapestry type, slightly more difficult to execute but quite 
rewarding in its provision for beauty of design and texture. It is interesting 
to note that both of these types offer a greater range of free design than any 
other types and may open avenues of creative artistry to the modern weaver. 

Coming now to the rugs called “woven,” possibly the best known among 
our American weavers are those with warp and weft more or less evenly 
distributed. But before we study these, there is a large group of rugs with 
either warp or weft, but not both, showing, known as “warp face” and 
“weft face.” The warp-face fabric is a very ancient one coming from a time 
when there were no modern reeds to keep warps apart, so that they were left 
to gravitate together to a width of cloth governed by their size and closeness. 
With the filler entirely covered, all the design is in the changing colors of 
the warp stripes. As for weft-face rugs, the opposite is true, and the warps 
are so far apart that the filler sinks down covering them entirely, and all the 
design is in the changing weft colors, with certain rhythms and textures 
achieved by the threading and weft successions. 

Of those rugs woven with warp and weft more evenly distributed, there 
is much to be said and a large part of this book is devoted to them. Beginning 
with the simplest two- and four-harness rag rugs and continuing through 
twill and pattern rugs, we shall describe many practical techniques as well as 
some interesting multiharness rug weaves and unusual rug textures. The 
chapters conclude with information applicable to all types — the designing of 
borders and timely suggestions to rug weavers. 
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The detailed classification given in the following chart explains the relation- 
ships between these types of handwoven rugs. They have been divided into 
two columns, one for those rugs that can be woven either on two- or four- 
harness looms; the other for those rugs that require looms of more than 
two harnesses. The weaver can thus see at a glance which types are possible 
to weave on his or her kind of loom. Note that many types can be woven 
on both two- and four-harness looms. The column at the left indicates tlic 
location in the book where each type of weave will be found. 


Location Looms of Two or Four Looms of Three, Four, or 

in Book Harnesses Lfsing Plain Weave More Harnesses 


Part 1 

Chapter 1 

2 

Introduction 

Rugs and Rug Weaving 

Rug Design 

Part II 

Pile Rugs 

Chapter 3 

Oriental Pile or Knotted Rugs 

4 

Scandinavian Pile or “Flossa" 


Rugs 

5 

Embroidered Flossa Rug 


Techniciue 

6 

Fluff Rugs and Chenille Rugs 

7 

Boutone L(K)p Rugs 

Part III 

Smooth-Faced Weaves: Tapestry 

Chapter 8 

Tapestry Rugs 

9 

Navajo Rugs 

10 

Souraak Rugs 

11 

Laid-In and Imitation Tapestry 


Rugs 


Part IV Warp- and Weft-Face Rugs 

Chapter 12 Warp-Face Rugs 

13 Log-Cabin and Basket-Weave 
Rugs 
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Location 
in Book 

Looms of Two or Four Looms of Three, Four, or 
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EQUIPMENT AND MATERIALS FOR 
WEAVING RUGS (Figs. 6, 7, 8, 8a) 


ESSENTIAL EQUIPMENT 

A Sturdy Loom or Frame with a wide shed, Figure 6. Any strong floor 
loom can become a rug loom, but the shed must be wide to make room for a 
shuttle full of rather heavy material to be put through. 

Table Looms are usually not strong enough for rug weaving, but there arc 
some sturdy types on which it is possible to weave such objects as bath 
mats, as well as narrow strips of rugs which are sewed together to make 
larger, more serviceable rugs. 

The Beater should be strong and fairly heavy. A flatiron rod may be added 
below the shuttle race to aid in the heavy beat. 


front beam beater ■ 





Uddles 


\lm<i Rods 

Back beam 

_ Threads 

, A , fi 0 fTV—Wdrp beam 

Shuttle-^ Cloth beam^ vL/ 

Iteddle Eopes 


Mddle Frames or Harnesses 


Meddle Rod 
beck, beam 
Warp beorn/ 


Cloth beam 
Treadle bpes 



Treadles 
Ratchet Mandle. 
Warp beam Release 


Fig. 7 — Diagram of a loom and its parts. 



Fig. 8 — Equipment and yarn for weaving rugs. 


Fly-Shuttle Looms are used by rug weavers desiring production. They are 
made like heavy floor looms, but have a wider reinforced shuttle race. This 
catches a shuttle thrown rapidly across the warp by the weaver who pulls 
on a cord which releases the shuttle. This is sent flying from one shuttle box 
to another on the opposite side of the shuttle race. 

A Warping Board or Warping Creel (A, Fig. 8), from which to wind warp 
thread efficiently and quickly on the loom, so that the weaver will not be 
held up by tangles, a poor uneven warp, too long a time in warping, etc. For 
sectional warping, a warping creel; for chain warping, a large four-sided creel, 
or warping board. 

A Swift or Skein Winder (B, Fig. 8), on which to place skeins of rug 
material for winding off on shuttles, or on which to make skeins of strips of 
rags such as sheeting, preparatory to dyeing. Other types of skein winders 
are shown in supply catalogs, and one can also wind skeins between two large 
extension pegs or between two chair backs. 

A Bobbin Winder (C, Fig. 8), to wind thread for the binder or for the 
plain weave or tabby that must be woven as a heading at the ends of most rugs. 

Bobbins or Cops (D and E, Fig. 8), which slip over the steel pin of the 
bobbin winder to have the binder thread wound around them. They are 
later inserted into a throw shuttle, / or K. The wooden bobbin, D, with its 
phalanges at the ends is the safer type; the stiff paper bobbin, E, is more 
economical, and can be made and glued together at home. Any cop should 
have its opening of such a size as to slip over the steel pin of the bobbin 
winder and be held firmly. 

Shuttles on which to wind the various types of fillers. The type depends 
upon the size and kind of filler. 
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Fig. 8a — Equipment and yarns for weaving rugs. 


Throw Shuttle (J, K, L, Figs. 8 and 8a). This is necessary to carry the 
bobbins of thread for tlie binder or plain weave. Three types arc shown : closed 
bottom, /; open bottom, K; and a heavy boat shuttle, L, large enougli to hold a 
half spool of carpet warp without rewinding it on bobbins. Larger shuttles of 
these types arc also used for winding narrow rags and lightweight filler. 

Commercial Fly Shuttle (M, Fig. 8a). This heavy wood shuttle reinforced 
with steel at the tips and sides is used to pack filler within its rcce.ss, which 
readily slips out of the opening at the side when the shuttle is thrown from 
selvage to selvage hy the action of the pull rope of a fly-shuttle lfx>m. This 
type shuttle is used by rag-rug weavers seeking goml production. 

Sticl{^ Shuttle (N, Fig. 8a) is the most rea.sonable kind of shuttle for holding 
rug filler. It is made of wood with a mouth at each end through which the 
weft can be wound and held. vStick shuttles range in length from 1 to 3 ft., 
depending upon the width of the warp. They are used for both carpet-warp 
binder and heavy filler on table looms where the shed is narrow and will 
not take the thicker models, 0, P, Q. 

Large Rug Shuttles (0, P, Q, Fig. 8a). The most commonly used rug 
shuttle is made of two thin sidepieces of wood, joined at a distance of 
1/4 to 2 in. by bars of wood or dowels. This type shuttle holds a great 
deal of filler and enables the weaver to go through a half or whole rug 
without piecing. In the shuttle at 0, the .spools at the ends revolve, making 
it easy to unreel the filler without twisting the shuttle back and forth. The 
shuttles at P and Q are excellent for holding heavy filler or rags. 
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RUG MATERIALS 


The warp yarns or basic foundation threads stretched on the loom for 
weaving offer considerable range in size and kind, but the one requirement 
is that they be strong. The government has adopted the size 8/3-ply as 
its minimum size for strong acceptable rug warp. This is one size smaller 
than 8/4-ply which is the warp most used by home weavers. 

The filler or weft with which rugs are woven ranges from the simplest 
strips of rags prepared at home to expensive wool rug yarns, some of them 
imported. In between we find a variety of good rug materials manufactured 
by our reliable thread companies — cotton, wool, and today some synthetics 
such as rayon and nylon. 

DESCRIPTION OF WARPS 

Common practice among rug firms engaged in the weaving of rugs 
has been to employ the following sizes: 4/4, 4/3, 5/3, 8/4, 8/3, and 9/3 ply. 
Handweavers have added a few more: the very strong cottons 10/3 and 3/2; 
and linens 10/5 and 10/2. These threads are more expensive than the cotton 
warps first listed, but serve to produce rugs of more beautiful finish and 
quality. Following is a complete list of warps, both cotton and linen, arranged 
according to size with the heaviest at the top, and approximate yardages. 
This will enable the rug weaver to estimate the cost of his rug, and he may 
be able to reduce this considerably without sacrificing quality too greatly. 
For instance, it is a perfectly possible and accepted practice to employ an 
8/3-ply warp rather than an 8/4-ply, with the same setting, F, Figure 8. 

In addition to cotton and linen rug warps, the weaver can use 2-ply wool 
yarn if quite closely twisted in its spinning. The Navajo rug weavers employ 
hand-spun yarns for the basis of their all-wool rugs. 

Warp Sizes 


Cotton 

Size: Ply Yds. per lb. 


4/4 

840 

4/3 

1120 

Ijl 

1260 

5/3 

1400 

8/4 

1680 

8/3 

2240 

9/3 

2520 

10/3 

2800 

(Bath mats only) 


Linen 

Size: Ply Yds. per lb. 


10/5 

600 

20/6 

1000 

10/2 

1500 

16/2 

2400 

Wool 

2 ply 

approximately 

home-spun 

1200 

3 ply 

closely spun 

800 
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Various Rug Weights 

For heavy, medium, and lightweight rugs, use the following warps: 

Heavyweight Rugs: Cotton 4/4, 4/3, 3/2, 5/3, or 8/4 or 8/3 doubled 
Linen 10/5, 20/6, or 10/2 doubled 

Medium-Weight Rugs: Cotton 8/4, 8/3 

Linen 10/2 

Lightweight Rugs (or Bath Mats): Cotton 9/3, 10/3 

Linen 16/2 


RUG FILLERS 

The main kinds of filler are: cotton rug yarns, 3- or 4-ply; lighter weight 
cotton rug-weave yarn; wool rug yarns, domestic or imported; chenille; 
nylon strips; silk stocking or nylon loops; thrums; and cotton, silk or wcx>l 
rags. The following commercial rug fillers also are sold by our weaving supply 
houses: tufting yarns, mottled rug yarns, rayon fillers, hosiery loops, ami 
other novelty items suitable for weaving rugs and bath mats. 

Cotton Rug Yarn is a soft, thick filler coming in 3- or 4-ply weights, 
known as “Rug Yarn” or “Rugro,” G, Figure 8, and for a lighter-weight 
filler for bath mats or two-weft rugs, rug-weave yarn. Cotton rug yarns 
range all the way from plain popular colors to mottled fillers matle by 
the twisting of two or more colors together. 

Mop Yarn, H, Figure 8, is a cheap undyed cotton filler costing half the 
price of regular rug yarn, but available only in natural colors. 

Wool Rug Yarn is the best material for weaving rugs tltat will jrrove 
lastingly beautiful. It comes in 2- or .Lply weights, /, Figure 8. There are 
some good domestic varieties aiul very fine imported Persian wool rug yarns. 

Chenille. The rug weaver will find in cotton chenille an excellent rug 
material. It makes beautiful rugs and is suitable for bath mats, because it 
has a pleasing fluffy texture and is ejuite absorbent. Althougli it costs :i bit 
more than cotton rug yarn, it makes a far superior rug. In fact chenille rugs 
in Summer and Winter or Crackle weave are good sellers. Any of the two- 
block patterns are excellent woven with this material. One (Kxasioitally finds 
a wool chenille filler, and this is recognized as superior to cotton because 
of its soft quality, warmth, and durability. 

Attractive rugs can be woven using chenille filler with twill, herringbone, 
and Indian Saddle Blanket weaves; and equally effective are rugs planned 
in three-harness weave. The texture of chenille softens the colors whicli is 
another point in its favor. 

For two-harness rug weavers, chenille makes a beautiful even mat surface 
when woven as plain weave only. Stripes always can be added for design 
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to take the place of the set patterns of four-harness looms. Chenille is 
adaptable to both laid-in and imitation tapestry rugs. 

Nylon Strips. A glossy silky rug filler now furnished by weaving supply 
houses and some mail-order houses that makes soft, attractive, and fairly 
durable rugs. This material can be used as a substitute for more expensive 
wool and cotton fillers in the making of both two- and four-harness rugs. 

Sill{_ Stocking and Nylon Loops are waste sections from stockings or 
underwear sold by knit-goods manufacturers. The material is reasonable in 
price and makes an attractive filler. Stocking loops can also be made at home 
from discarded stockings. 

Rags consisting of strips cut from cotton, silk, rayon, or wool are used 
as the filler for rag rugs. These are usually prepared at home, although there 
are textile mills that sell rags by the pound. 

Mill Ends. The “mill ends,” such as selvages and cuttings that come 
from fabrics woven in textile mills, make useful economical rug filler. They 
are of cotton, wool, silk, and synthetics. 

Woolen “mill ends” make splendid weaving filler for rugs. If the weaver 
lives near a woolen textile mill, it is possible to acquire the cut selvages or 
remnants at low cost. These soft wool cuttings from blankets, suitings, and 
wool yardage can be adapted by the ingenious person to take the place 

of more expensive wool yarn, to make a wool rug, regarded as the best 

rug material for warmth and comfort. This material, if all of the same 
color, can very well be used as pattern filler. 

Cotton mill ends or selvages are excellent for rag rugs, coming as they 
do in gay assorted colors. Silk and rayon strips make rugs in soft attractive 
textures. 

Thrums. The waste ends of warps can be saved for use as filler, splicing 
the groups as one weaves. Since warp threads are hard and closely spun, 
the resulting rug texture is matlike and firm. 

Modern Wool Substitutes. It is generally recognized that wool makes the 
best possible filler for woven rugs. It is soft, warm, and durable. It is un- 
fortunate that its cost makes it prohibitive for some. However, we are 

fortunate to be living in an age of creative manufacture, and in the past 
century we have developed new carpet materials to replace wool. There is 
a new rug and carpet material which may break into the handweaving field, 
called “carpet rayon” which is blended with wool. This is quite resistant 
to moths and very much stronger than the rayon found in underwear 
and dresses. 
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CHAPTER ^ 

Rug Design 


Relativity must always be the basis for a serious discussion of tlcsign. The 
basic elements of design — space, color, pattern, and texture — arc each one 
so completely dependent upon the other that, in separating them for analysis, 
we must constantly keep in mind that meaningful and original design can 
only be brought about by the thoughtful recombination of these elements 
within the artist himself. 

SPACE 

If the floors of your home were the canvas of a painting, then every rug 
might be said to occupy a definite .space in that painting. Actually, if an 
aerial photograph were taken, the average room would look very much 
like a two-dimensional abstract, and the location, size, and color of each 
object in the room would show up in a clarified and objective manner. For 
this reason, many floor plans of rooms arc drawn for use by architects and 
decorators. They enable designers to see more accurately the exart relation’ 
ships of the objects and areas with which they arc working. Any one of us, 
therefore, as an amateur designer in his own home, might well start by 
working out a simple floor plan for those rooms in which he intends to 
place a handmade rug. Floor plans are not new to anyone who has seen 
the average homemaker’s magazine or looked at an arcliitcct’s blueprint. 
For our purpose here, however, we will use the simplest layout possible to 
illustrate the point. 

Any rug that the weaver designs for a particular room might be placed, 
as at Figure 9, after first making a number of rough trial and error sketches. 
Once this is done, the imaginary rug can be brought to life by a more 
accurate measure of floor space and a determination of size and shape (such 
as 4 by 6 ft,, oval or rectangle), by cutting out a paper pattern and reshaping 
it until you feel that the shape and size is correct. I emphasize “feel” because 
it is really the individual’s sense of proportion more than a predetermined 
standard which should govern artistic judgments. 
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Fig. 9 — Design forms, texture types, and rug arrangement. 


COLOR 

The next step is to determine color. This is facilitated by the same method 
we used in determining size and shape. Add colored pencil to the rough 
sketches and you will have some idea of the color relationships in your 
room and what color your rug should be. 

Because weaving is an art and not just a craft, the use of color is as 
involved as it would be for the art of painting; therefore, any complete dis- 
cussion of the utilization of color in weaving is precluded. It can be briefly 
noted, however, that color is composed of three important factors: hue 
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(i.e., green, blue, red), value (i.e., light or dark), and intensity (i.e., bright 
or dull). 

Hue is something with which we arc all familiar. It is the element of 
color that is most often described as “color” itself. Hue, in weaving, is 
achieved by the juxtaposition of one hue or color upon another. For instance, 
red warp over red weft produces red cloth. If it is the exact same hue of 
red in each case, then we say we have a “pure” color. Colors that are not 
“pure” in weaving are produced by combining colors of varying hues, values, 
and intensities (i.e., red warp over blue weft results in a purple hue). The 
exact hue is influenced in turn by the setting of the warp and the size of 
thread used in the weft. You can plainly see that we have begun a long 
chain of contingencies which can be solved successfully only by the experi- 
mentation of the weaver himself. 

Value is easy to understand. We simply say a color is light or dark and 
we have the whole definition. Ordering blue, we usually state whether it is 
to be baby blue, royal blue, navy blue, etc. This is what is meant by value, 
and it is equally as important to the artist as is hue itself. 

Intensity depends somewhat upon hue and value. A pink hue of low value 
does not have intensity or brightness. An orange hue of medium value may 
be said to be brilliant if it strikes the eye and holds its interest as against, 
say, a red hue of darker value. Perhaps the most striking examples of 
intensity are the fluorescent colors that we now see so often in some articles 
of clothing and in outdoor advertising. The color intensities used in weaving, 
however, are less simple to identify at first but become very apparent with 
practice and study. A warp and weft of the same line make for greater 
intensity than is the case when one is of a lighter or a different color. 

The size of the rug will determine its color (hue, value, and intensity). 
That is why it is a good idea to figure out size and shape first. P'or instance, 
a small rug may be bright; no brilliant color, however, is gtxxl in large 
quantities unless the room is big enough to allow it. A large rug is better 
woven in modest hues and values. The color of the rug will also be deter- 
mined by what object or group of objects in the room you wish to be the 
center of attention. If it is the rug, make it stand out by contrast. If it is an 
antique cherry table, blend the rug as a complementary factor. 

It would be well to state here that simplicity is the most successful rule 
to follow in the beginning. If the color on your paper sketch anti in the 
skein of yarn looks different when it is woven into tlie finished rug, don’t 
be alarmed. Subtle color changes offer the most thrilling possibilities in the 
world of the weaver. 

PATTERN VERSUS DESIGN 

Pattern may be divided into two parts for the sake of easy definition. It 
may be a free form or a stylized form which has a definite repeated motif. 
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Both are patterns, and the distinction between the two is not always easy 
to determine. For the sake of clarity, let us designate free forms as design 
and stylized forms as pattern. We cite characteristic examples of each. 

Vree forms are often used by the rugmaker in hooking, crocheting, or 
knitting a rug, for these techniques easily allow the inclusion of abstract 
shapes or the realistic portrayal of objects. In the field of weaving, the 
techniques available for achieving this same type of design are: tapestry, pile, 
boutone, Soumak, laid-in, two-warp rugs, and shag rugs. Examples of free 
tapestry design forms with which we are familiar are the Navajo rugs 
of the North American Indian and the tapestry rugs of the South American 
Indian. A contemporary rug of free design by a modern weaver is shown 
in Figure 10. 

Although the thread groupings in pattern weaving are countless, it ought 
to be remembered that they are also planned groupings, and must be thought 



Fig. 10 — Pile rug in free 
unconventional design. 

Courtesy — Robert Sailors 
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out to be eifectivc. Only constant thought and experimentation with both 
warp and weft combinations will reveal correct settings. 

Pattern is neither traditional nor modern; it is the grouping of threads 
in relation to spacing, color, and texture to produce the desired effect. The 
tendency to simplify elaborate thread groupings or patterns in modern 
weaving, in order to allow texture and color to predominate, is a current 
trend. This trend should not be mistaken as a criterion for evaluating 
original design. 

TEXTURE 

Totlay, if we see a rug that has a nubby or rough surface, we say it has 
a “nice texture.” We would never think of applying the word “texture” 
to a finely grained Oriental rug, for instance, and yet this too has texture. 
By this I mean that it has a surface quality or finish all its own. The particular 
texture of an Oriental rug may be smooth as a mirror so that the intricate 
pattern and subtle colors are perfectly reflected to the beholder. If this surface 
were broken here and there by varying texture, or the whole surface texture 
were uneven, the beauty of design would be interrupted by confusing re- 
fractions of light. In contrast to the Oriental is the modern sisal and hemp 
rug or the uncut loop carpet which appeals to the observer primarily through its 
rough texture which refracts the light in a satisfying display of light 
and dark. 

Texture should be the first and last consideration of the rugmakcr. If the 
rug is to be in a playroom or log-cabin-style living room, the weaver will 
want a corresponding quality to be reflected in his rug. He will doubtless 
choose a rough texture, a simple pattern, and a practical color. An elaborately 
figured rug, although beautiful, would be strictly out of place in this 
setting. 

It will begin to be seen now what is meant by “rug quality,” and why 
we prefer to use the word texture in a much broader context than is generally 
applied. Texture is the incorporating factor of all the elements of design, 
shape, color, and pattern. The size and the twist of threatls to be u.sed in 
achieving the texture desired in your rug will be much easier determined 
once it has been decided what kind of “rug quality” you are working for. 

If the relative aspect of original design is constantly kept in mind, it will 
be readily seen that any one of its elements may be used as a point of 
departure: a beautiful color, a special kind of yarn, or an interesting pattern. 
Each of these ideas can be the central theme of an effective and original 
design as long as the other elements are related carefully. Always remember 
that, in designing and weaving a rug, it is just as important to be aware 
of these basic concepts of design as it is to become familiar with the specific 
skills required to carry out the project. 
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PART II PileKugs 


CHAPnit 3 

Oriental Pile or Knotted Rugs 


The soft pile rugs we walk on with such unconcern are made in a most 
interesting way. The word “pile” comes from the Latin pilus, which means 
“hair.” In fabrics, it refers to the downy nap of a cut surface such as velvet 
pile, pile rugs, etc. The effect of the smooth, velvety surface is produced 
by clipping across the ends of many loops tied closely together over a 
foundation of warp. Each separate knot is tied around one or more warp 
threads. The manner of tying these knots distinguishes certain types of 



Fig. 13 — 
Group of girls 
working on a 
large Flossa 
rug. 


Courtesy — Swedish- 
American News 
Exchange 
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Fig. 14 ^Ex- 
ample of a 
cut pile rug. 

Designed 
and woven 
by Sara 
Mattson 
An Hot. 



pile fabrics. There are, in general, four types: the Ghiorcles or Turkish knot, 
the Sehna or Persian knot, the Spanish knot, and the Rya or Scandinavian 
knot. 

There is no reason whatever why the motlern handweaver cannot learn 
the art of making pile rugs well enough at least to make himself a lovely 
rug by one of these four metltcxls, shown in Figure 15. The technique is 
delightful to learn. You will find yourself always wanting to make just 
one more rug knot or finish another row. 

TEXTURE AND DECORATIVE USE 

Most handwoven pile rugs have a clipped surface with a pile of greater 
or less depth. They impart a feeling of warmth wherever usetl, both from 
their appearance and actual foot comfort. Examples are found in Figures 
14, 16, 17, and 18. Use them in living rooms, music rooms, and bedrooms. 
However, it is sometimes desirable to leave the pile knots uncut to achieve 
a rougher, more textural, surface. This is known as uncut pile. Examples are 
shown in Figures 22 and 23. 

COLOR AND DESIGN 

In pile rugs we find possibly a greater variety of color and design than 
in any other type. A change of color alters the design, since the texture is 
always uniform. Each knot can be tied in its own color or color shade. 
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This gives the weaver an unlimited range of design. It can be free or 
conventional, realistic or symbolic; but the handweaver should seek just 
one thing, simplicity. Just a few figures and color changes give pleasing 
results. 

Here are a few of the symbols pictured by the Oriental pile-rug weavers: 
the knot, the wheel, the fan, canopy and urn, the basket, book and coin, 
the bird, lotus flower, leaf and pomegranate, the rosette and cypress tree. 
They used a beautiful range of color, from sky blue to mulberry and wine, 
from oyster to apricot, or peach, orange, flame, and red, gorgeous greens 
and golds, brown and sienna, white and ebony, with dozens of shades 
between. 

A rug weaver can study the many beautiful pile rugs in museums and 
plan a simpler one, either realistic or keyed to modern color blends or con- 
trasts in space proportions. For a color palette, the yarn companies have 
provided an extensive range of beautiful tones and shades. 

MATERIALS 

Warp: Use 8/4 or 8/3 cotton set at 6 to 8 pairs per inch; or 10/5 or 4/4 
cotton set at 6 to 8 single threads per inch. For very heavy rug knots, 
set the warp at 4 pairs per inch. 

Weft: Choice of weft depends upon the thickness of the texture desired. 
Wool rug yarn forms a rich soft fullness. Persian rug yarn is silky and 
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These nig knots, from ancient dags, work 
up into effective modern designs. 



Fig. 1 5 — The four types of pile rug knots. 
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Courtesy — Swedish-American News Exchange 


Fig. 16 — Carpet, "The Golden Coin," designed by 
Els Gullberg. 


beautiful. Germantown can be lused double, triple, or tiuadruplc. Cotton 
rug-weave yarn can be used for a cotton texture, single for bath mats, 
double or triple for heavier rug.s. 

EQUIPMENT 

Use a strong floor loom. A heavy beater is desirable. 

METHOD (Fig. 15) 

The four kinds of knots shown here produce slightly different textural 
appearances. The surface may be clipped or undipped, the former being the 
usual procedure. 

1. The Ghiordes or Turkish Knot (A, Fig. 15). Each knot is tied around 
two adjacent warp threads or pairs of threatls. Weave two or more rows of 
plain weave after each row of knots, the number depending upon how thick 
the final texture should be. Make knots over the entire surface. 

2. The Sehna or Persian knot (B, Fig. 15). In this knot a double looping 
is made around two adjacent warp threads or pairs of threads. Weave two 
or more tabby rows after each row of knots. Cover the entire surface with 
knots. The knot can be left-hand, B, or right-hand, B'. 

3. The Spanish Knot (C, Fig. 15). This type is different from all the 
other kinds in that each knot is formed over a single warp or pair of warps 
instead of two adjacent warp threads, as shown at C. Weave several rows of 
tabby after each row of knots. Cover the entire surface with knots. 

4. Rya or Scandinavian-Type Knot (D, Fig. 15). This type of knot is 
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Courtesy — Swedish-American News Exchange 


Fig. 17 — Modern rug designed by Sigvard Bernadette at 
Nils Nessim Studios. 


similar to the Turkish knot, A, Figure 15, but there are more tabby rows 
between rows o£ knots, so that the pile lies flat, instead of standing up 
vertically, as is the case when the horizontal rows are closer. A Rya rug is 
shown in Figure 25. Scandinavian rugs made with fewer tabby rows 
between, and therefore with closer and more vertical knots, are known as 
“Flossa” rugs, Figures 13, 14, and 19. 

“Half-Flossa” rugs are those in which sections of erect close pile form a 
design which shows in relief against sections of plain weave. Figure 22; and 
“Half-Rya” rugs are those in which sections of pile lying flat form a design 
set off by sections of plain weave, D, Figure 15 and Figure 25. 

Rya Versus Flossa. The terms “Rya” and “Flossa” are not interchangeable, 
although both types of rugs are made with the same knot. Flossa rugs, 
with their closer rows of knots, are much firmer and thicker than Rya, take 
longer to make, and cost more, using more yarn for their knots. The ends 
of the knots are held up vertically by closely adjacent knots, and form a deep, 
full nap which, when clipped, offers a beautiful velvety-looking surface 
enhancing any color change planned in the design. Flossa has the advantage 
of the rich tones which seem to appear when one clips straight across ends 
of yarn, one of the pleasing characteristics of cut-pile rugs. 

In Rya rugs, on the other hand, the greater number of tabby rows between 
rows of knots causes the knots to lie flat, forming a more flexible texture. 
Charming color effects are, of course, possible, with more of the thread 
lengths visible. Rya rugs take less material than Flossa and are more 
economical to make. Their soft pliability makes them desirable for bedrooms 
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and informal living rooms and, made with cotton, they make wonderful 
bath mats. 

In Scandinavia, we are told, there seems to be a further distinction as to 
use. The Flossa rugs are preferred in the more sophisticated-type home of 
the city, and the Rya goes well in peasant households. 

The next chapter will describe in detail the making of the Flossa knot and 
its use in Flossa and Rya rugs, giving the weaver basic and authentic infor- 
mation on how this simple knot is built up into successive rows to make 
rugs of one’s own color choice and design. The same directions can be 
applied to both types of rug, since the weaver simply adds more rows of 
plain weave between rows of knots to produce a Rya rug. 

There is also a type of rug which uses the same knot but, instead of 
spacing out complete rows of knots, the rows themselves are interrupted, 
and knots are made in design groups, with plain weave in a heavy tabby 
material. This .shows up as a definite design background leaving the knots 
in relief patterns called “Half-Flossa.” See Figures 22 and 23. 




Courtesy — Viola Anderson 


Fig. 19 — Flossa rug with clipped 
pile made of Persian rug yarn. 
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Fig. 20 — Circular 
Flossa rug of 
unusual design 
depicting the story 
of cotton. 


Courtesy ~ 
Kamma Zethraus 
and Handweaver 
and Craftsman 


CIRCULAR FLOSSA RUG OF UNUSUAL 

DESIGN 

It is very rare that one finds a circular handwoven rug. This rug of un- 
usual conception and design was woven by Kamma Zethraus, an associate 
of Dorothy Liebes. It will be welcome to the handweaver who desires a 
beautiful round rug for a certain space. The rug, 54 in. in diameter, is 
woven with a deep wool pile, and a detail of the knotting is shown in 
Figure 21, the finished rug in Figure 20. 

In this rug the designer depicts the beauty of growing cotton. Three bolls 
of cotton are shown spilling cotton toward the center of the rug. The 
wide dark portions represent the outer shell of the bolls and are the brown 
background showing without knots covering it. The fine dark lines represent 
the outlines of the cotton tufts. The Swedish Flossa technique was used; 
see Chapter 4. 

The white portions of the rug were knotted with bleached worsted and 
all of the darker portions in mohair. The warp is heavy linen, about as 
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Fig 21 - 
Close-up of 
process of 
making Flossa 
rug knots. 


Courtesy — 
Kamma Zethraus 



heavy as carpet warp, threaded to diagonal twill set at 10 per inch, and the 
weft dark brown oxhair. There are five rows of white knots per inch with 
two twill rows of brown oxhair between all rows. 

When this rug was taken from the loom its beauty was further enhanced 
by shearing and shaping it with scissors. The curving outlines of natural 
mohair acted as margins toward which to round and trim the white bolls 
and the mohair outline tufts were trimmed off closely, nearly to the brown 
background. The excess corners of weft background were trimmed off 
following the round outline of the Flossa. The sheareti edges were stitched 
on a sewing machine. A tape facing stitchetl to the back of the rug provides 
a firm finished edge. 

RUG SETTING 

Warp: Heavy linen set at 10 per inch 
Filler: Thick white wool, dark brown oxhair and mohair 
Knots: Each knot tied over two warp threads 
Five knots per inch, horizontal 
Five rows of knots per inch vertical 
Depth of pile about 114 in. Use 1/4-in. Flossa bar. 
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CHAPTER ^ 

Scandinavian Pile or ^'Flossa" Rugs 


TECHNIQUE 

The Flossa rug technique employs the same method as the Ghiordes 
Oriental rug knot. It is used in Scandinavian countries for rugs, seat cushions, 
footstools, mats, and pillow covers. The knots are tied on the warp threads 
and clipped after the weaving has been finished to form a pile surface, the 
strands of clipped yarn standing at right angles to the fabric. The word 
“pile” refers to a nap surface made up of erect hairs or fibers on the 
surface of the cloth, like velvet. Oriental rugs, etc. After a design has been 
formed by tying knots or loops across the warp according to a plan, the 
ends are clipped to form tufts; and these, when sheared still closer, form 
a smooth nap for the rug surface. In making pile rugs, every knot is tied 
separately over a pair of warp threads, a longer process than weaving with 
rug yarn across many warps at the same time. The method described below 
is an authentic Scandinavian technique and should be followed as closely 
as possible. An actual rug in process of weaving is shown in Figure 13. 

The Flossa rug technique is simple enough to be easily mastered, yet in- 
teresting enough to hold the weaver fascinated as he acquires the rhythm 
of making the knots, and of finishing row after row of the fluffy wool 
or cotton pile surface. It is a technique in which the weaver may strive for 
a quality product dependent only upon his care in weaving and the acquisi- 
tion of skill resulting from practice. It challenges him to conscientious effort, 
for in this type rug only firm careful knot-tying gives satisfactory results. 
Although these rugs take longer to make than any other kind, the result 
is considered worth the effort, and a well-made Flossa rug will last much 
longer than the person who weaves it. 

TEXTURE 

In Flossa rugs, the knots may cover the entire surface of the fabric (see 
Figs. 16 and 17) or they may be used only as raised parts where the design 
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occurs (see Figs. 22 and 24). The background parts are plain or tabby weave 
using a heavy yarn. In this case the rugs are known as “Half-Flossa.” 

The type of Flossa rug described in this chapter is formed of solid rows 
of knots with several rows of tabby between the rows, this being concealed 
by the tufts. The following definitions describe variations of this standard 
form. 

For Half-Flossa, make close knots over that part of the surface which is 
designated by the design, and weave heavy tabby rows between to show as 
background. 

For Rya rugs, make complete rows of knots but between each row weave 
from two to four times as many rows of plain weave as described for 
Flossa rugs. 







Fig. 22 — Half-Flossa j V v v 

living room rug with 

un™, plte. 1^; 


Courtesy ~ Helen Druley Eeles 






For Hdf-Rya rugs, make the knots only at those places designated by the 
design, so they appear as groups or part rows with plain weave showing as 
background. But in Rya, no matter whether we have complete rows or 
part rows, the rule of more tabby between rows always holds, so that the 
finished knots and their ends lie flat. 

DESIGN AND COLOR 

While the surface is uniform, the color of the knots may vary. A design 
worked out on graph paper is followed. Each square represents a complete 
knot made over two heavy warp threads, as shown in D, Figure 27. A new 
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color may be started at any knot by cutting off the end of the old color 
and changing colors at the next knot. One horizontal row of squares be- 
comes one row of tufted weaving, with each square transformed into its 
own colorful tuft. This makes it possible to obtain very beautiful color 
effects, using small bits of colored wool. The paper design should be colored 
for ease of copying. Since each knot is independent, a new color can be 
started anywhere. See the colored rug design hung above a Flossa rug in 
process in Figure 13. 

The weaver has a wide range of possible motifs from which to choose, 
with varied and subtle effects due not only to choice of color and design, 
but to the unexpected shadings produced by the clipped yarn surfaces. Motifs 
range from birds, flowers, trees, and traditional emblems to modernistic forms 
of every conception. The blends of color possible can only be discovered 
by studying pile rugs in museums, especially Persian pile rugs, noted for 
their beautiful color blendings. 

To test both design and colors of a planned Flossa rug, first make a 
colored design on graph paper, then weave a small section of it only on 
your loom, employing all of the chosen colors. Clip the loops and discover 
the effect of resulting surface colors, for they are often quite different from 
the color of the yarn in its skein. You can then be sure of your results in the 
large rug on which you will spend so much time and which should justify its 
creation by its final successful color blends. 

PREPARATION OF MATERIALS (Fig. 26) 

The material most often used for the knots is, of course, woolen yarn; yet 
these rugs are sometimes made of heavy cotton rug yarn, or of a multiple- 
strand material, such as tufting cotton. Rags, too, may be used for both 
the knots and the background, but they should be most carefully cut and 
of good quality. The amount of work docs not justify using rags, however. 
On Half-Flossa rugs, a rag weft can be used for background tabby between 
wool knots. 

Warp: Use 8/4 or 8/3 carpet warp set at 16 threads per inch (8 pairs) ; or 
4/4 cotton or 10/5 linen warp set at 8 single threads per inch. 

Weft: Soft, heavy, well-twisted wool, such as weavers’ rug wool, Persian 
rug yarn, etc.; or Germantown used double; or rug-weave cotton, a light- 
weight cotton rug yarn. 

Binding Tabby: Double carpet warp or thrifty-knit cotton, homespun wool, 
or 4-strand cotton. Heavy 10/5 linen also may be used for binder. 

Preparation (Fig. 26). Assemble all colors on a table. The easiest way to 
work when knotting a rug is to have ready a small skein of each wool color. 
Hang a goodly number of skeins from the top of the loom as shown in 
Figure 13 and G, Figure 26, or place the skeins in a basket beside the loom. 
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Fig. 26 — Preparation 
and equipment for 
Flossa rugs. 


A skein is made by wrapping the rug yarn in and out between the thumb 
and first pair of fingers, as in E, Figure 26. Leave 1 ft. of the first end hanging 
when starting, and wrap the last end around the skein in a collar as in 
F. Make a slipknot to fasten the end as shown. To use, attach the end of 
the skein to the rug, and it will keep pulling out, as much as necessary. 
Arrange a group of these skeins, and fasten them together with a cord 
attached to the top of the loom, as in G. 

EQUIPMENT (Fig. 26) 

Kind of Loom. Use either a two-harness or a four-harness loom. A floor 
loom with heavy beater will give the best results, for this type of rug must 
be firmly beaten to “pack” the rows of knots. 

In addition to the loom, the following appliances are needed in weaving 
Flossa rugs. 
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A Gauge Bar or Flossa Bar (B, Fig. 26), over which the knots are tied. 
This consists of two flat rods of iron, held together at one end by a clamp 
or welded handle. The other end is also closed by welding. This bar should 
be long enough to reach across the warp, and its width determines the 
length of the final cut tufts, as the wool goes around the bar between the 
knots. The usual width is % to % in. If two metal rods are not available, 
use a single bar of wood of such width and thickness that the tufts will 
have the right depth. Flossa bars are available at some suppliers. 

A Sharp Knife (C, Fig. 26), also called a cutting knife. This cuts the 
knots of wool by passing quickly along over them, with its blade sinking 
between the two flat rods, or if a wooden rod is used, with the blade passing 
straight down the middle of the rod, and sinking down into the wood when 
cutting. Any good sharp knife may be used. 

Sharp Shearing Scissors (D, Fig. 26), for trimming surface of tufts when 
rug is finished. 

METHOD (Fig. 27) 

Threading. The Flossa knots are made on a tabby or plain-weave back- 
ground. Any threading that will give tabby or plain weave can be used. 

The total numbers of warp threads across the loom should be even. Call 
shed 1 the shed made by raising the odd-numbered warp threads 1, 3, 5, 7, 
etc.; and shed 2 the shed made by raising the even-numbered warp threads 
2, 4, 6, 8, etc. 

Weaving a Tabby or Heading. For the tabby binder, use carpet warp 
double, its equivalent, or a heavier cotton such as 4-strand, Homespun wool 
is effective. Weave a heading of 1-in. plain weave to make a firm end. 
Start weaving left to right, A, Figure 27, tucking the end into the second 
row. Weave about 1 in., ending at the left and passing under the last two 
pairs of warp as at B. 

The authentic heading of the experts is made of alternate rows of black 
and either white or gray tabby. In adopting this tradition, start the black 
at the left and the white from the opposite side. Cut the black off next to 
the last row, bringing the white from the right and passing under the 
last two pairs of warp, B. From now on weave only with white. 

Weaving First Row of Knots. The Flos.sa knots arc made on a closed 
shed, all warps on the same level. 

For the very first knot, insert the end of the wool skein up and under 
the second pair of warps, as at C. Carry to the right over the third pair, 
down to the left, and out between the second and third pairs as at D. 
Pull taut. 

Lay a gauge bar or wood rod over this knot as at E, with the handle 
or longest end at the right. For the next knot and for all knots hereafter, 
carry the wool over the bar, E to F, then up under the next pair of warps, 
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F, to the right over the next pair, G, then out between F and G and under 
the bar at the same time as at H, curving arrows. Repeat this process for 
each knot, always going over the bar at the beginning of the stitch, /, and 
under it at the end of the stitch, H. Leave the last warp thread, /, empty and 
clip off the yarn after the last knot at the right, leaving an end of 1 in. 
The detailed sketch shows only a few warp threads. A photograph of the 
process of knotting over a gauge bar is shown in Figure 21. 

It takes two pairs of warp threads for each knot, D, or two heavy single 
threads if 10/5 linen is used. Since there are 8 pairs per inch, the rug will 
have 4 knots or tufts per inch. A rug 30 in. wide will have 240 pairs of carpet 
warp or equivalent in 240 heavy single warps, and 120 knots in each row, 
less two knots, or a total of 118, as a pair of warps is not used for knots at 
each side. 

Binding First Row of Knots. Two rows of plain weave follow each row of 
knots and are woven in at once before cutting the loops or pulling out the 
bar. The last row of plain weave ended at the left, B. Make the next shed 
for left-to-right weaving. Carry the binder thread under the bar, omitting 
the last warp thread as at K; weave to the right; change sheds, and weave 
to the left, omitting the last warp at the right, /; and passing under the last 
two warps at the left on the last row back, as shown at the arrow, L. If the 
wool used for the pile is heavy four rows of plain weave may be woven here 
instead of two. The object is to make a firm background and to hold the 
knotted rows apart to prevent too thick a pile. For a Rya rug, weave from 
six to ten rows of plain weave between rows of knots; see Figure 25. 

Clipping First Row of Knots. The plain weave now holds the knots firm 
enough so that they can be clipped. Run a very sharp knife rapidly left to 
right through the center of the metal bar groove or between the two wo<xl 
bars as at M. If the knife does not sever the loops, run it through again. 
Pull out the bar and beat the tabby against the cut pile row with several 
firm beats. 

Extra Selvage Fill-In. A fine point in the art of Flossa rugmaking is filling 
in the selvages left open by skipping the last warp. There arc two reasons 
for the extra fill-in: first, to make a firm edge; second, to blend the selvage 
color with the rest of the rug. The tabby is white or neutral, and would 
form a harsh contrasting line if brought to the edge. For the fill-in triangles, 
N, use a strand of wool similar to the main color of the tufted design. Make 
a skein of this wool. Start it back in selvage as at arrow TSS , then weave back 
and forth, in and out two pairs of warp; for the next row, take in three 
pairs, then four; reduce to three and two and finish at the left. Let the 
skein drop until ready for the next triangle at the end of the next row 
of knots. Make another skein, filling in the right side as at 0; leave the 
end hanging. Beat again to squeeze down both triangles. 
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Second Row of Knots. Start with the desired color of rug yarn with the 
end, P, exactly the same as at C. Continue the steps as follows: 

Note: If your warp is composed of heavy single threads, substitute these 
for warp pairs in the wording. 

1. Make a row of knots, omitting outside warp pairs. 

2. Weave two or four rows of plain weave, omitting outside warp pairs. 

3. End shuttle under last two warp pairs at left. 

4. Fill in with rug yarn at left and right sides; beat all up firmly. 

If the rows of fill-in build up too rapidly to maintain level weft rows, 
make fewer rows of fill-in. 

A wise precaution on the part of the weaver — if he wishes a truly 
successful rug — is to weave a small sample. This serves several purposes: 
in addition to giving him the general effect of the rug and the color tones 
which will appear when the rug is clipped, it discloses the number of rows 
of fill-in necessary. The materials themselves — warp, filler, and binder — 
determine this, as well as the number of tabby rows between tufts and the 
most desirable length of tufts. 

Shearing Rug Surface Smooth. The rug has been completed. All rows 
have been cut at the same height with a knife, and the finished appearance 
resembles Q. Give the rug an extra shearing with a sharp scissors, R, to 
make the pile surface as level as possible. There are special shearing scissors 
available with handles curving higher than the blades. You will be more 
than pleased with the lovely tones of the clipped rug yarn and the matching 
edges effected by the fill-ins. The underside of the rug will have a firm 
durable base because of the binding plain-weave rows between rows of knots. 
The rug will be beautiful in texture if the knots have been carefully and 
snugly tied, and the successive rows of knots and plain weave firmly beaten 
into position. 

PILE RUG WITH SMOOTH BASE 

Instead of tying the knots over pairs of warp on a neutral shed, tie them 
on the upper warp threads only of one of the sheds, but always the same 
one. For instance, raise shed 1 of a plain-weave shed. Tie in a row of knots 
with any of those shown in Figure 15, using two adjacent warps or two 
pairs of adjacent warps (four warps) in the upper shed only. In the same 
shed 1, weave a row of tabby and a second row on shed 2. 

For the next row of knots, raise shed 1 and tie in a row of knots. Follow 
with two rows of tabby, one on the same shed 1, the other on shed 2. 

This technique produces a fabric with a very flat smooth base or under- 
surface. The warp should be set somewhat closer, such as at 10 or 12 pairs 
per inch. Free designs on graph paper guide the worker, with one square 
for each pair of threads in the upper shed. 
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CHAPTIR 5 

Embroidered Flossa Rug Technique 


The embroidered Flossa rug weave is an interesting rug technique which re- 
sembles Flossa rug weave but is executed with a needle threaded with rug 
yarn on a fabric which has been prewoven. The worker can weave his 
own background fabric and attach the Flossa loops with the needle. This 
technique will be welcome to those weavers who do not have a strong floor 
loom on which to make firm rugs, for they can weave the background cloth, 
even on a table loom in narrow strips to sew together, and make the rug later 
as a living-room project. The loops are made over a bar just as in Flossa, 
and the results are much the same. In fact, the technique was created in 
Scandinavia (see Fig. 28). 

TEXTURE AND DECORATIVE USE 

The texture is a clipped pile with fluffy ends made by cutting the em- 
broidered loops. The loops can cover cither the entire surface, making a solid 
pile ground, or only part of it, producing a half-tufted texture. The worker 
has great liberty in controlling the thickness of the pile surface by the 
distance he allows between loops. 

Like all pile rugs, embroidered Flossa rugs are welcome wherever warmth 
is desired or where absorbent surfaces are practical. This places them in the 
den, bedroom, or bath. If a coarse material is used for the loops, such as 
heavy rags or jute, door mats can be made by this method. 

COLOR AND DESIGN 

The weaver can make extensive design and color plans, for the method 
permits the addition of designs at any point, free or conventional. Rugs 
may be made with a modern allocation of design spaces using well- 
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balanced blends of shades or color contrasts. Traditional backgrounds also 
can be used to set off design figures — flowers and trees, rug motifs of all 
kinds, such designs as the ancient rug weavers planned so carefully for 
their rugs. 

Designs are made like cross-stitch patterns, worked out on graph paper, 
each square covering % in. space of the finished rug. Knots at every 54 in. 
make a well-filled fluffy surface. 

The weaver should assemble the selected colors, prepare them in skeins 
as described for Flossa rugs, Figure 26, and hang them over the loom or nearby. 


MATERIALS 

Instead of a warp to weave on, this technique starts with a fabric already 
woven with a wool weft on a linen or cotton warp. The loops are made on 
this woven background. 

For the sewed loops, use wool rug yarn for the softest texture, or make 
heavy rug yarn by threading two strands of Germantown or 2-ply yarn 
through the needle, folding it back on itself, making four strands in all 
with which to sew. 

Cotton rug-weave yarn is a substitute for wool and costs much less, although 
the finished rug will not be as satisfactory as one made of wool. 


EQUIPMENT 

To weave the background fabric, use a strong two- or four-harness loom 
wide enough to make the size rug desired, or sew narrower strips together. 

For making loops, one large needle, either a candlewick needle or a large 
upholstery needle, is required. 

A stick measuring % in. wide, % in. thick, should be tapered at one edge 
to Vs in., and the other edge should have a groove running down its length, 
K. Figure 28. 


METHOD OF WEAVING THE BACKGROUND MATERIAL 
Warp Plan 

Warp: Linen 10/5, 20/6, or 10/2 
Cotton 4/4 may also be used 

Weft: Wool yarn the same weight as the warp or a bit heavier 
Flossa Weft: Rug yarn used singly and doubled back from the needle, 
making two Strands; or Germantown or Norwegian 2-ply yarn used 
double, and doubled back, making four strands 
Threads per Inch of Background Fabric: 15 threads, arranged in 5 groups 
of 3 threads each 
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Loops per Inch of Embroidered Ptossa: 4 

Threading Plan. Harnesses 1, 2, 1; 4, 3, 4. Repeat all. 

Sleying: Sley in a 10-dent reed, 3 threads (1, 2, 1) in a dent; skip a dent; 
3 threads (4, 3, 4) in a dent; skip a dent. Continue this. Or, if the 
warp is not too heavy, use a 15-dent reed, 3 in a dent, skip 2 dents, 
and repeat. 

Weaving Plan. One shuttle only of wool-yarn weft. 

Mat texture: One row each: harnesses 1-2, 3-4, 1-2, 3-4, 1-2, 3-4, then 
1-3, 2-4. Repeat all. At points where tabby harnesses 1-3 and 2-4 
occur, there will be openings like holes in which to sew the Flossa loops. 

Entire plan: Plan the size of the rug. Weave this as a heavy finished 
mat to size plus the fringe, using a heavy yarn for the first and last 2 in. 
of the rug. The rest of the mat will be covered; weave this so as to 
produce openings, /. These form marked points for attaching the loops. 

End of Mat to Show, A-G. 

A. Leave 4 in. of fringe. 


Threading Draft 
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B. Weave with light-colored wool, harnesses 1-2, 3-4, 1-2, 3-4; repeat 
for a width of about 1 in. 

C. Weave with dark wool, harnesses 1-2, then 3-4, two rows, for ming a 
thin stripe across. 

D. Light, 4 rows: harnesses 1-2, 3-4, 1-2, 3-4, about 14 in. 

E. Harnesses 1-2 light; 3-4 dark. Repeat three times, 6 rows. Change to 
harnesses 1-2 dark; 3-4 light; repeat six times, 12 rows. Change to 
harnesses 1-2 light, 3-4 dark; repeat three times, 6 rows. 

F. Same as D. 

G. Same as C. 

Main Texture. This consists of woven sections, U, interrupted by rows 
of holes, /. 

H. Between holes: Light, harnesses 1-2, then 3-4. Repeat three times, 6 
rows or about 14 in. 

/. Row of holes: Light, harnesses 1-3, 2-4, 2 rows only. Keep repeating 
the main texture; then reverse to the other end, following H with G, etc. 


METHOD OF MAKING LOOPS 

Form regular Flossa knots over a bar and attach them to spaced openings 
in the mat fabric which is constructed along the same principle as cross- 
stitch material with regular spaces for sewing. See two finished loops, ), 
Figure 28, after bar has been removed. 

Sewing: Start the needle of wool as at L. Take one backstitch to fasten 
the end; then enter at a point beyond the first opening, i.e., at point 2, 
and out at point 1, ready to start a loop. From now on there" are two stitches 
only to make all the way across each row of openings, 1. 

First Stitch: Place stick K below the openings. Carry the yarn down over 
the stick, up under the stick, skip opening 2; enter the needle at the next 
opening 3, out at 2. This produces a loop. 

Second Stitch: From opening 2, carry the needle and yarn to the right, 
skip the next opening, 3, enter at 4, out at 3, forming the top or fastening 
of the loop. The needle at 3 is now ready to pass over the stick for the 
next stitch. 

Continuous Order of Stitching, M: Go around the stick, skip opening 4, 
enter at opening 5, back and out at 4; then fasten, sewing from 6 to 5, etc. 
Always progress two points forward to the right and one point back to 
the left. 

Cutting, N: Use a sharp sturdy knife. Turn the stick up so that the groove 
is in a good position to cut. Pull the loops taut. Run a knife along the 
groove, cutting the loops as at N. Make the loops as far as the length of 
the stick, then cut; remove the stick, insert it again, continue to the right, etc. 
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CHAPTER 0 

Fluff Rugs and Chenille Rugs 

FLUFF RUGS 

Among the most interesting and valuable textures for the home weaver 
are those in which a looped warp or weft produces a shag-surface effect, or 
those in which these loops may be clipped to form a pile surface. The 
method given here proves a rapid way of obtaining a pile rug. The threading 
is easy and results in a soft rug that is a pleasure to step on, excellent for 
bedside rugs and bath mats. 

While in Flossa-rug weaving the weft is looped arountl a bar and the 
loops are clipped, in the method shown here the loops are pro<luced by simple 
weft overshots across a wide block, B-C, Figure 29. These overshot loops 
are clipped later with scissors and fluffed up by brushing, E. The threading 
is so arranged that there is a tie-down at intervals of every 2 in., A-B, The 
overshot loop thus produced is cut in half to form a shag 1 in. high, B~C. 
For a shorter shag, plan overshot loops 154 in. wide, making loops % in. 
high. The tie-down sections consist of from 6 to 8 threads in twill or its 
reverse. This same technique may be used for heavy seat mats and pillows. 

TEXTURE AND DECORATIVE USE 

While the “fluff” of these rugs is not as full or closely set as the looped 
and cut weft of a pile rug, the surface has just enough shag to make it a 
soft pleasing texture. The method is best employed for bath mats and soft 
bedroom rugs. 

DESIGN AND COLOR 

Designs are in horizontal stripes since, in order to be woven easily, the 
weft must be continuous. A new weft color can be introduced at the selvages. 
Two alternating wefts can also be used since their strands go along con- 
tinuously; and with two well-planned colors this gives a delightful effect. 
However, just one color makes an attractive mat, especially in pastel shades. 

The pattern weft is what makes the “shag.” Each row is followed by 
a row of tabby which binds it down and forms a permanent background 
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MATERIALS 

surface to show between the loops after they have been clipped. For this 
reason the tabby weft should be fairly heavy, such as carpet warp doubled 
or 4-strand cotton, or any weft which will fill in well. The pattern weft 
or fluff material may be rug-weave cotton yarn or tufting cotton used double, 
soft-wool rug yarn which fluffs up nicely or several strands of Germantown 
wool used together — in other words, a filler lighter in weight than regu- 
lation rug filler, since the ends combine to make tufts. 

WARP PLAN FOR FLUFF RUG 

Warp: Carpet warp 8/4, 8/3, or 5/3; or 10/2 linen. 

Weft: Pattern: Wool or cotton rug yarn or rug-weave yarn 
Tabby: Carpet warp doubled, or weft heavy enough to produce a firm 
matlike surface 
Threads per Inch: 12 to 15 
Width: As desired 

THREADING PLAN 

The threading plan of Figure 29 gives a twill tie-down, A to B, which 
alternates with the overshot section for the loops, B to C. Note that the 
tie-down section has double threads at start and finish for strength to hold 
the loops. To thread this section, thread in succession two separate threads 
on harness 1; a single thread on each of harnesses 2 and 3; then two 
threads in succession on harness 4. Do not put through one heddle as a 
pair, but place side by side without doubling, one thread each through 
successive heddles on harnesses 1 and 4, which form flat pairs when woven. 
Although through separate heddles, they are sleyed together through the 


same dent. 

Threads 

Selvage 4 

Pattern, A-B, 6 threads 6 

B-C, 30 threads 30 

Repeat A-B, then B-C, a total of 36 threads, as desired. 

End with A-B 6 

Selvage 4 

WEAVING PLAN 

Tie-up 

Counterbalanced Tie-up Use 

Harnesses J‘tck_ Harnesses For Weaving Treadle 

2-3 4-1 Pattern 1 

1- 3 2-4 First Tabby 2 

2- 4 1-3 Second Tabby 3 
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Start the rug with a section of plain weave. Then weave in the following 
order: 

Harnesses 2-3, pattern yarn; harnesses 1-3, tabby thread; then harnesses 
2-4, tabby. Repeat these three rows. If you wish more tufting to show, weave: 
harnesses 2-3, pattern yarn; harnesses 1-3, tabby; harnesses 2-3, pattern; 
harnesses 2-4 tabby. Repeat these four rows. 

METHODS OF WEAVING (Fig. 29) 

A rug can be woven entirely of the overshot loops with tabby after each 
row, thus making a complete fluff surface, F; or sections of overshot with 


1. Fluff Rugs 





sections of plain weave between, as at G, can be woven; shag borders at the 
ends with plain weave for a center section may be preferred. In this case 
make end borders 5 or 6 in. wide by weaving across the entire width of 
the rug for this distance. Then weave fluffs at the edges only to form vertical 
side borders, reversing the fluff weft back and forth for 2 or 3 in. at the 
sides, as at D. This gives fluffs across a wide margin at the base, and across the 
width desired for vertical side borders. 

A very narrow edge border of tufts can also be woven, then a wide border 
of tabby, followed by a center of tufts. One row of tufts for a narrow 2-in. 
border is made by reversing the pattern weft around the first section, as shown 
in the sketch, D. 

CLIPPING TUFTS 

Use long sharp scissors, and be careful not to cut into the plain weave 
under the overshot loops. Cut at the center of each loop section as shown 
at E and H. After clipping, fluff up the tufts by brushing with a stiff brush. 


CHENILLE RUGS WITH WARP LOOPS 

There is a type of rug in which loops of warp make a shag surface at 
intervals. This technique is called chenille by some, but is not to be confused 
with the rough-surfaced texture, “chenille,” of twice-woven rugs. 

TEXTURE AND DECORATIVE USE 

This technique is also used effectively in drapes and seat mats. Clusters 
of loops can be set off against plain backgrounds to form designs in both 
drapes and rugs. 

Chenille rugs with warp take-up can form most beautiful floor coverings, 
such as that shown in Figure 30. The design can be planned for texture con- 
trasts between the background surface and the clusters of warp loops. As such, 
rugs in self-tone are especially effective. 

Chenille rugs are suitable for studio interiors, living rooms, libraries, 
and music rooms. They offer opportunities for subtle rug designs. If woven 
with warp and weft and chenille loops, all in the same color, lovely shades 
and shadows bring out the contrasting textures. 

EQUIPMENT 

Two warp beams are necessary for this type of rug, one to carry the yarn 
for the chenille loops, the other the plain background warp. Incidentally, 
the method is similar to that used for making velvet. The loom must be 
strong, the warp beams strong; the chenille roller can be weighted. The 
method of adding an extra warp roller is detailed in Chapter 27, Figure 110. 
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Courtesy — Thurman Hewitt 


Fig. 30 — Studio rug woven with warp loops, chenille fashion, 
an ideal rug for the outdoor living room. 


A bar for drawing up warp loops is also needed. Its width is usally 1 to 2 
in., but it should be the size necessary to make loops the desired length, N, 
Figure 29. 

MATERIALS 

The warp and tabby weft should be carpet warp 8/4 or 8/3 doubled or 
10/5 linen or 4/4 cotton warp used singly. The warp on the second or 
added beam for the chenille loops can be of cotton or wool, and should 
measure at least %-in. in diameter, M, Figure 29. 
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WARP PLAN 

Regular Warp: Use carpet warp double and plan 6 pairs for each incl 

Chenille Warp: Plan 2 strands for each inch and choose from the followin 
kinds: 

4-strand cotton; thrifty-knit tufting cotton; rug wool; rug-weave yar 
or equivalent. 

Tabby Weft: Carpet warp double or 4-strand cotton. 

THREADING PLAN 

Thread as in the draft of J-K, Figure 29. The warps of warp beam No. i 
chenille loops, are shown in parentheses. Sley eight warps per inch— tW' 
chenille on harnesses 3 and 4, and six regular warp pairs on harnesses 1 and i 
Keep repeating }-K; add selvage at both sides. 

WEAVING PLAN 

One shuttle only, see Figure 29. 

Weave alternate tabby and chenille sections as follows: 

Section 1, Tabby: The sections between the drawn-up loops are tabby whicl 
acts as a binder. Weave four rows, alternating harnesses 1-3, then 2- 
(treadles 4 then 5); or for a texture not including the heavy yarns whicl 
fall below: treadles 1 then 2 (jack: harness 1 then 2; counterbalanced 
harnesses 2, 3, 4 then 1, 3, 4). 

Section 2, Chenille Loops: Treadle 3 (jack: harnesses 3-4; counterbalanced 
harnesses 1-2). 

Slip stick N through the shed as shown. Draw up the chenille warp onb 
as at N. Do not weave. This section is simply to draw up the warp it 
loops. Leave the stick in until the loops are bound down by Section 1 again 

Now weave Section 1, which forms four rows of binding tabby to hole 
down the loops just formed. See the finished loops, 0, Figure 29, already 
bound down, new loops forming at iV. 

After weaving the four rows of Section 1, make the shed for Section 2 
Pull the stick out of the last row of loops and insert it into the row beinj 
formed. Keep repeating Sections 1 and 2 as far as you wish the chenilL 
surface. Then weave plain weave for the space desired. In the floor rug o 
Figure 30, notice that the sections of plain weave are quite wide, from I 
to 10 in., and that the sections of chenille loops, bound down with the fou 
rows of tabby after each row of loops, measure almost the same. 
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CHAPTER y 

Boutone Loop Rugs 


Rugs, soft to the feet, serviceable in texture, and in attractive geometric or 
tile-like designs are made in a looped or tufted technique known as “bouton^,” 
They have been developed to a fine measure of perfection by the Canadians. 
The semitufted example shown in Figure 31 can be woven in pleasing color 
tones of wool or cotton yarn, with the design parts raised in loops against a 
plain-weave or tabby background. Thread the loom to any pattern that will 
produce tabby. Designs suitable for this technique are shown in Figures 
31, 32, and 33. 

DECORATIVE USE 

Mats made with loops or tufts fit well into rooms where soft-textured sur- 
faces are needed. Their texture is pleasing to the foot and their structure is 
thick yet flexible. They make wonderful bedside rugs or bath mats, com- 
fortable cushion tops, or seat covers for hard chairs. 

TYPES OF DESIGN 

Since designs are transferred to the rug surface from a graph-paper pattern, 
almost any type of figure can be adapted, provided it is adjusted to rug 
proportions. However, the technique seems most suitable for smart tile-like 
designs with their outlines showing in looped relief against a lower back- 
ground surface. In the design of Figure 33, the light unshaded portions form 
the background or untufted portions, and against these, in clear relief, the 
shaded or design portions stand out. In Figure 33 these are marked with X’s 
that fill in the squares. The loops are in heavy colored yarn. 

In Figure 31 are shown both the graph-paper design and the finished 
rug in looped technique from a conventional design planned for an allover 
effect. The loops may be all of one color, or a second color may be used 
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as an accent in the rosette forms at the center. Symmetrical designs like those 
shown are intriguing, and hundreds of variations are possible. The rugmaker 
can also create original motifs in free design, lay these out on a piece of 
smooth wrapping paper the shape and size of the final rug, and plan to 
use suitable color harmonies for the looped parts against a neutral background. 
It is best to start with simple figures. The design described in Figure 33, A, 
represents one motif only of the rug in Figure 32, in which this same motif 
is repeated many times. 

MATERIALS TO USE AND WARP SETTINGS 

The foundation or untufted parts are made of very heavy cotton warp or, as 
a substitute, carpet warp doubled. Loops are of wool, nylon, silk, or cotton 
rug yarn. 

Warp: Cotton 4/4 or linen 10/5 at 8 singles per inch, or carpet warp 8/4 
or 8/3 doubled and set at 8 pairs per inch. If you have a rug warp 
already set at 15 or 16 per inch, it can be rethreaded in pairs, and 
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Courtesy — David Brown 

Fig. 32 — Two good tile designs for bouton6 bath mats. 


sleyed one pair of ends per dent in every other dent of a 15- or 16-dcnt 
reed. For the best results when using pairs of warp, thread successive 
strands on the same harness, such as two warps on harness 1, two on 
harness 2, etc. They appear as flat pairs when woven. 

Weft: Tabby: Carpet warp doubled or a single strand of 4-strand filler, 
or tufting cotton. 

Tufts: Wool rug yarn or cotton rug-weave yarn. Both of these have a wide 
range of beautiful color tones. 

METHOD: ADAPTING GRAPH-PAPER PATTERN 
TO RUG L O O P S 

In working the pattern out on graph paper, make an outline of the 
final rug in good proportions, such as 2 parts wide to 3 long. Shade in 
all design parts or mark with X’s for ease of following. See the design. 
Figure 33, marked parts. A, for looping; unmarked parts, B, without loops. 
To estimate the final size of the rug, figure that each square will measure 
14 in., or that there will be four squares per inch. 

In the following directions, the word “warp” refers to the heavy single 
cotton or linen warp, or to the carpet warp doubled and used in pairs. 
Thus “two warps” can mean either two heavy single warps or two pairs 
of lighter-weight warp. 
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Let each two heavy warps (or pairs of doubled carpet warp), C-D in 

igure 33, equal one square of the graph-paper pattern. In weaving, notice 
that one of these warps (or pairs of warp), C, is in the upper shed row, 
regular heavy hnes, and that the other warp, D, is in the lower level, dotted 
vertical lines. Each square of the design equals one woven loop and occurs 
between each two warps in the upper level, right over the warp in the 
lower level. At the background places of the design, i.e., blank squares with 
no A $, there will be no loops, but just plain weaving. 

HOW TO PUT IN A ROW OF LOOPS (Fig. 33) 

First of all, at the starting end of the rug, E, for the hem, weave 1 or 2 in. 
of tabby usmg tufting or 4-strand cotton or carpet warp doubled to give the 
necessary filling-m quality. If fringe is desired, leave enough warp to tie 
— approximately 4 inches. 

Name the shed in which odd warps are up (i.e., warps 1, 3, 5, 7, etc.) 

shed 1, and that in which even warps are up (warps 2, 4, 6, 8, etc.) 

shed 2. Finish the last row of tabby, F, before beginning to weave a row 
of loops, with shed 1, odd warps (dotted) up, and even warps (solid) down. 
This binds down the even warps before they become the framework of 
the loops. The tufting is always done on shed 2, even warps up, G. 

After finishing the last tabby row, shown in detail at F, drop the tabby 
weft on shuttle H. Now take up the tufting weft on shuttle /. Weave through, 
carrying the heavy tufting weft from side to side, on shed 2, even warps up. 

^ Next, take a pickup stick, K, either a flat stick about % in. wide or a 

'/4-in. dowel, and, following the direction of the tufting weft, from right 

to left in this case, pick up loops of weft, as at K, wherever there is a shaded 


Warp Pairs 

I 29456 769 — 



Fig. 33 — Directions for bouton^ or looped rugs. 
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square of design. Where there are no X’s, skip over with the pickup rod 
as at L. 

If the rug is wide, use two sticks one after the other. After the row has 
been completed, leave the sticks in, drop shuttle / with the tufting weft, and 
weave three rows of tabby on sheds 1> 2, 1. After the tabby is in, draw out 
the sticks, beat the tabby up again firmly. This finishes one complete round 
of loops on shed 2, and tabby on sheds 1, 2, 1. 

You are now ready for the next row of the design. Proceed as just described, 
and weave through with a heavy weft, pick up the loops, leave the stick 
in, and follow with three rows of tabby. Draw out the stick. Keep repeating. 

In Figure 33, the center diagram, row 1 (solid squares) is shown put 
in with continuous loops just above the tabby at F. After this row of loops, 
the tabby thread on the shuttle weaves three rows above the row of loops on 
sheds 1,2, 1 ; see the curved arrow. 

Row 2 is shown being put in with a stick shuttle of heavy yarn; see G. 
Note that five empty squares occur at the center of this row and these will 
have no loops, tabby only showing, as in row 2 in diagram at right. 

Row 3 is shown being picked up with rod, K, empty squares marked L, in 
the diagram at the right. 

FINISHING THE RUG 

When all loops of the design have been completed, the rug will have 
its design surfaces raised in fluffy relief texture against a flat background of 
plain weave. You need not clip the loops; they are soft in texture and all 
of the same height. In choosing a pickup rod, you can estimate how deep 
a “pile” or loop you wish. The deeper the pile to be made, the thicker the 
stick must be. 

At both ends of the rug or mat, weave at least 1 in. of plain weave against 
which to tie the fringe or, if a hem is desired, weave 2 in. of plain weave. 
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PART III Smcctk-9aced Weam.. Zapestry 


CHAPTfR Q 

Tapestry Rugs 


Rugs in tapestry weave are generally found and used in warm climates, and 
the heavier pile weave rug is found in colder climates where it can provide 
welcome foot warmth. The tapestry weave is a flat weave with no pile 
loops either cut or uncut, and the design is formed by the interlocking 
at desired intervals by di fferent-colored wefts. If these are of heavy texture, 
the resulting tapestry is a rug; if they are lighter in weight, the technique 
produces a more flexible wall hanging. Tapestries are woven by laying the 
colors in through the warps with the fingers, and the weaver often sits at an 
upright loom, as in Figure 36. Making a tapestry is not difficult, but it is more 
detailed than other types of weaves. It is a good project to plan for 
the winter months. 

An interesting fact about tapestry weaving is that it was and still is worked 
from the wrong side. The pattern is hung above the weaver, and his yarns 
are made up into small skeins, in some such manner as shown in Figure 13. 
This method of working has given rise to many poetic similes regarding life 
and its challenge to keep on weaving with the strands one holds even though 
the pattern is not visible until complete. 

While the basic weave of tapestry fabrics is plain weave in which the 
weft threads pass under and over successive warps, it differs from this in 
that the warp threads are sleyed so far apart that the weft threads are packed 
down closely between them, thus covering up the warp entirely. It is a 
“weft-face” technique with only the weft showing. 

It can be readily seen that, since the weft covers the warp, the warp 
underlies it as a framework, so to speak, and the successive weft rows form 
vertical ridges over the covered warp threads. In rows where the color does 
not change, the weft carries through from selvage to selvage; but in those 
places where designs occur, a weft thread meets another weft t^ead of a 
different color, and this thread now takes over and proceeds with the in- 
and-out texture, at the same time lending a change of color and design to 
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Fig. 36 — Polish 
craftsman weaving 
Gobelin technique. 


Courtesy — Nova Scotia 
Bureau of Information 


Fig. 37 — Tapestry 
rug in 
contemporary 
design woven by 
the interlocked 
tapestry method. 


Courtesy — Clem Smith 


the total effect. The design thread does not lie over a background tabby, as 
in laid-in, but alternates with another single weft of about the same 
size in another color when the design shows such a change. Tapestry weaving 
may take a bit longer to do than laid-in, but is made worthwhile by the 
result achieved (see Figs. 37, 39, and 115). 

KINDS OF TAPESTRY 

There are several different kinds of tapestry: slit, diagonal, dovetailed, 
and interlocked. Each derives its name from the method used in joining 
adjacent weft threads when the design and colors change. There are also 
vertical stripes as compared to lines running at angles of varying degrees with 
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interwoven or interlocked wefts. All of these are shown in Figure 40, and 
described in the following. Through his choice of methods the tapestry-rug 
weaver can secure the angle of design and the texture he desires. 

TEXTURE AND DECORATIVE USE 

Tapestry rugs have a thick, padded texture, the same on both sides. Their 
soft weft surface, worked in wool, silk, or cotton, has a smooth comfortable 
appearance. While not as warm as pile rugs, they can be made in a heavy, 
warm texture by using a yarn of considerable weight. Use tapestry rugs 
wherever a rug of carefully wrought design is an asset, for the tapestry 
technique gives a beautiful texture and shows its in-woven figures to advan- 
tage. Tapestry rugs are good in living rooms, music rooms, and libraries. 
When woven of medium-weight yarns, they can be used as wall hangings and 
throw rugs interchangeably. 

DESIGN AND COLOR 

Tapestry rugs depend for their beauty and interest on their design. A 
very plain tapestry rug is hard to find. However, because of the nature 
of the tapestry method, with the interlocking weft strands, a beginner in 
this type of weaving should use designs bordered by straight lines, that is, 
vertical, horizontal, or slanting. After the weaver has mastered the inter- 
locking method, he can execute designs in curved lines with finer grada- 
tions of ascending steps. The design colors should be in sufficient contrast 



Fig. 38 — Detail of slit and 
interlocking tapestry. Red and 
orange geometric motif 
designed by Lili Blumeneau. 

Courtesy — Juta Cord 
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Courtesy — Creative Crafts 

Fig. 39— Handwoven fabrics in a Florida weaving studio. 

to show up against the background. Good designs for tapestry rugs are 
shown in Figures 37, 39, 41. 

MATERIALS 

The setting chosen for the warp should be tested on a trial section to be 
sure that the weft, no matter what its weight, sinks down between warps and 
completely covers them. 

Warp: 8/4 or 8/5 cotton set at 4 to 10 pairs per inch, depending on the 
thickness of the weft used. For a heavier warp, use 4/4 cotton or 10/5 
linen at 4 to 6 pairs per inch. 

Weft: Wool rug yarn and Persian rug yarn are preferred for their soft 
quality. For a substitute, make the wool weft by doubling or tripling 
Germantown yarn. If cotton is used, rug-weave yarn is about the right 
weight, or lightweight 3-ply rug yarn, or two or three strands of four-strand 
cotton. 

EQUIPMENT 

There are regular tapestry looms used vertically. Figure 36. However, a 
two-harness or a four-harness loom is satisfactory. The interlocking is done 
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A 3lit Tapestry B Diagonal Tapestry D Dovetailed Tapestry 
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E Dovetailed Tapestry F Interlocked Tapestry 0 Interlocked Tapestry 



Fig. 40 — Methods used in weaving tapestry. 


with the fingers. A wide shed stick, to keep parts of the shed open when 
weaving, is helpful. 

TAPESTRY METHODS 

Slit Tapestry. This is the most familiar type. Figures 38 and A, 40. The 
best examples are the Kilim rugs with short slits between sections, some 
ancient Peruvian textiles, and a certain Chinese type called K’ossu or cut 
cloth. A kind of slit tapestry also is made in Scandinavia, in which the 
design is woven in wherever desired, but the background is not woven. This 
forms a beautiful soft wall hanging, in which vertical warps show in 
sections, setting off the tapestry designs. Slit tapestries, dating from medieval 
times, are on display m most museums. 

Diagonal Tapestry, In this type of tapestry, a slanting trend is given to 
the design by weaving over an additional warp in every weft row, B, Figure 
40, and Figure 42. It resembles the slit tapestry to some extent, but for 
shorter vertical distances. The wefts reverse around adjacent warp threads 
and do not touch each other. An angle of about 45 degrees is formed. The 
technique shown in Figure 42 might be described as: “slit tapestry with 
weft diagonally locked with warp according to intended design.” 

The weaver may make a more gradual slant in the diagonal design by 

59 






progressing to the right or left two warp threads at a time instead of one. 
He may also make a sharper upward angle by having the wefts reverse 
around the same warp twice before progressing to the next warp thread. 
In either case the slits are very small and hardly noticed in the finished 
fabric. The method is practical and useful for tapestry rugs. 

Dovetailed Tapestry. In this type of weaving, instead of leaving slits 
between adjacent warps, one reverses around the same warps, as in C, D, 
and E, Figure 40. A vertical column with several rows repeated before chang- 
ing is shown at C. This forms a secure enough texture to keep repeating 
vertically for a border. An abrupt upward angle is shown at D. Here two 
weft rows are repeated before progressing one warp to the right or left. A 
45-degree angle is shown at E. Here only one weft row is woven and then 
reversed around the warp before progressing one warp to the right or left. 

Interlocked Tapestry. Here we have the interlocking of adjacent weft 
threads around each other at their reverse points. This occurs between the warp 
threads instead of around them, E and G, Figure 40. This method is charac- 
teristic of Norwegian tapestries as well as of some very ancient Peruvian 
textiles. An angle of progression, adding one warp at a time, is shown at E; 
and a vertical progression upward is shown at G. Both this type and that at 
C are excellent for borders at the sides of a rug, as shown in Figure 39, lower 
left, and Figure 121. 

For detailed instructions of a simple design, taken row by row, see Chap- 
ter 9, “Navajo Rugs.” 
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CHAPTER Q 

Navajo Rugs 


Weaving a Navajo rug is both an educational and an entertaining project. The 
Indians evolved their tapestry rugs from stark beginnings. They spun and 
carded sheep’s wool into warp and weft, dyed it with juices from roots and 
berries, planned their designs from tribal motifs, and wove them on their 
own handmade looms. The technique is not difficult to master. It is a form 
of tapestry adapted to the use of coarse wools in the making of rugs and 
blankets. Weaving to the Nava j os was a ritual. We can benefit by learning 
their thoroughness and care. For individuals or groups, Navajo rug weaving 
opens an interesting field of tribal design. 

DESIGN AND COLOR 

Designs for Navajo rug weaving are characterized by borders and simple 
tribal motifs, as shown in the two floor rugs. Figure 39. Contrasting colors 
in stripes or angular motifs are woven against backgrounds of plain color. 
Three methods are used in making these motifs: 

1. Horizontal stripes of contrasting colors 

2. Vertical stripes 

3. Tapestry methods for tribal-motif designs 

The colors most often used are rather bright and bold. Gray is the favorite 
background color for stripes or designs in red, white, and black — strong 
colors which the Indian loved. In recent years commercialized Navajo rugs 
have introduced orange, blue, and green but one should use these colors 
sparingly to reproduce the authentic type. 

The simplest Navajo rugs are of a neutral tone with bright bands in good 
proportions at intervals. Their arrow-weave borders are delightful, formed by 
two contrasting weft colors twisted together. Bright borders placed at the 
ends of rugs may have their colors repeated in diamonds forming central 
motifs. Small spots of color add charm and color on plain grounds. All of 
these are shown in Figure 41. 
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When the rug weaver has mastered these simple designs, he may launch 
out on the weaving of tapestry rugs of more varied design, Figures 5 and 39. 
The three methods at the weaver’s disposal are described later. 

TEXTURE AND DECORATIVE USE 

Genuine Navajo rugs have a firm beautiful all-wool texture. They are 
heavy, thick, and firm. The rows are firmly beaten and cover the warp 
completely. Their homespun wool yarn imparts a textural appearance to 
the surface. 

Large Navajo rugs are suitable in living rooms and halls. Their most 
usual background colors of black and white and gray make them blend 
well with daily living tones. They also make splendid rugs for cottages or 
ranch houses. Their durability makes them a welcome addition to boys’ 
rooms and game rooms. Color accents can be added in the designs used to 
match bright accessories. 

MATERIALS 

The warp used by the Indians was usually strong, well-twisted, homespun 
wool, and the filler was wool of a softer, thicker texture. The following 
materials may be used instead: 

Warp: Carpet warp 8/4, 8/3, or 5/3 used double, set at 6 to 8 pairs per inch; 
or 4/4 cotton warp, or 10/5 linen warp set at 6 to 8 singles per inch; or 
firmly twisted homespun, 6 to 8 ends per inch. 

Weft: Wool is preferable, homespun yarn, medium weight; Germantown 
doubled or tripled. Substitutes: commercial cotton yarns, such as rug- 
weave yarn or 3-ply rug yarn. 

EQUIPMENT 

The Indians used two-shed vertical looms which they constructed them- 
selves. Today, we most often use strong, wide floor looms, either two- or 
four-harness, threaded for plain weave. A firm, heavy beater is necessary. 

DESIGN SUGGESTIONS FOR NAVAJO RUGS 

Horizontal Stripes of Contrasting Colors (Fig. 41). Horizontal stripes 
may be used for the entire design of a Navajo rug or just for borders. Plain 
wide bands may be used for backgrounds for such motifs as diamonds, birds, 
stars, etc. In planning designs, it is a good idea to work with crayons and 
graph paper. In Figure 41 some characteristic Navajo stripe proportions are 
given. To enlarge them, multiply the dimensions of each part by 2, 3, 4, as 
desired. Weave the white parts white; the vertically shaded parts, black; the 
dotted parts, red; the arrows red with white or gray; the horizontal lines, 
dark gray; the hatched parts, light gray. 

Arrow-Weave Border (A to G, Fig. 41). Weave plain weft for the back- 
ground. Plan the width and color of the border carefully. Choose two 
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Fig. 41 — Design suggestions for Navajo rugs. 


contrasting colors, as at A. One of these may be the former background 
color, or choose a light and dark for the arrow against a medium-tone 
background. Thread the new ends back into the warp. Open the next shed 
and, with the hands, slip the two weft strands through. When in the shed, 
twist them as shown, holding them at the opposite end, B. Beat up the 
cloth, change sheds, and then twist the strands again and lay them through 
the next shed, as at C. Pass one end of the two arrow colors arovmd the last 
warp, and thread back into the same shed, as at D. Cut off the other end 
flush against the selvage. If strands are twisted in the opposite direction, they 
form an arrow, as in borders at E; if in the same direction, they form 
diagonal twill lines, as at F. 

Two rows form one complete arrow; but one or more may be added to 
give the zigzag effects, as at G. Borders are made by repeating either the 
E or F methods. 

Two-Color Transition Border (H, Fig. 41). For a subtle border, often 
used to act as a transition or softening border line between two colors, simply 
alternate two different colored wefts as follows. 

Weave the first color only for a space. 

Add the second color and alternate with the first for transition (see brackets). 
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Weave the second color only for a space. 

Accenting Horizontal Stripes (I and J, Fig. 41). The same proportions 
given at E, F, and G, for the arrow rows may be used for simple stripes 
across the rug warp in accenting colors. Plan such stripes as I and J on 
graph paper. Simple stripes, repeated continuously, are most effective. Rows, 
of arrow may be laid in at intervals between these. 

Vertical Stripes and Side Borders (C and G, Fig. 40). To design a Navajo 
rug with plain center and borders all around, at sides as well as across the 
ends, use cither the dovetailed tapestry method, C, Figure 40, or the inter- 
locked tapestry method, G. Both of these make it possible to add a border 
color in vertical columns around the sides. A rug with such a clearly outlined 
framework may have a simple diamond woven at the center. Borders may 
be designed with simple repeating motifs as in the rug, Figure 39, lower left, 
where a beautiful black and white side border adds charm to the entire rug. 

Tapestry Design Methods for Tribal Motifs. By the methods of Figure 40, 
designs of one color can be woven against a background of another color, 
passing the varying colors back and forth between a certain number of 
warps. The line of division between the colors is a single warp thread, 
around which each color weaves, C, D, and E, Figure 40, or two adjacent 
warp threads around which they reverse, A and B, Figure 40. The result is 
that the colors overlap each other slightly, giving a fringed effect, or just 
touch each other at points of change giving a smoother surface. 

PLANNING DESIGNS 

Plan these on graph paper, letting each warp equal one square. Work 
without too definite a design after learning the angles of your motifs, 
starting a triangle, and letting it grow. But make the plan of the entire rug 
definite before starting. See the center diamond in F, Figure 41. 

Arrange all the colors of yarn to be used on a table, and make them up 
into small skeins as for Flossa rugs. 

METHODS 

Any of the methods shown in Figure 40 are useful for Navajo tapestry 
rugs. The dovetailed and interlocked types are most common although 
diagonal tapestry may be used for slanting lines. 

Dovetailed Method (C, D, and E, Fig. 40): 

First row: Make shed 1 with the odd threads up, threads 1, 3, 5, etc. Weave 
from left to right, and insert colors where planned. Weave all ends in the 
same direction, starting with the end at the extreme left, and move right. 

Second row: Make shed 2 with the even threads up, such as 2, 4, 6, etc. 
Reverse the wefts around the thread counted out on your plan. Take the 
threads in the same order, weave from right to left, stopping at the warp 
planned, where the design color ends. 
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Weft threads pass around warps only and do not interlock with each other. 

Third row: Make shed 1. Weave threads in order, following method of 
first row. 

Interlocking Weft Threads (F and G, Fig. 40). In this method, two 
adjacent weft threads interlock each other in between the same two warp 
threads. Otherwise the process is the same as the method above. Follow the 
same tabby succession in and out of warp threads as if weaving with one 
color only. 

Diagonal Tapestry: 

1. Weaving a Moderate Angle (B, Fig. 40). In this method, one of two 
adjacent weft threads gets wider in each successive row as it crosses over 
one more warp thread, while the weft thread next to it gets narrower as it 
crosses over one less warp thread. Overlapping is not necessary as the warp 
additions between rows hold the fabric together. 

2. Weaving a More Abrupt Angle, at About 52 Degrees (D, Fig. 40). In 
this method, each weft color goes over the same number of warp threads 
twice before it adds or subtracts another warp thread. Start weaving on the 
first shed, with odd threads up. Weave four rows with the adjacent weft 
colors lapping over the warp thread that is common to both. On the fifth 
row, add a warp thread to one of the wefts, such as the weft on the left side. 
Follow this in the next row by subtracting a warp thread for the weft on the 
right side. Now weave around the two newly established warp threads for 
four rows. Continue weaving thus. Adjacent colors do not interlock. 



Fig. 42 — Diagonal design 
combining slit and inter- 
locking tapestry. 


Courtesy — Uli Blumeneau 
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A SAMPLE NAVAJO RUG 

A small Navajo rug makes a wonderful mat for a table or a colorful hanging 
on the wall. For the first project, make a bright-red mat for a boy’s room or 
a library. This will measure 18 by 24 in. Just to give an original touch, reverse 
the colors of large rugs and use a bright red for a background with borders 
white and two shades of gray, black accents, and a touch of soft earth brown 
at the center. 

Here are the directions. Follow exactly for an attractive border effect. 
Colors are marked: Red (R), White (W), Black (B), Light Gray (LG), 
Dark Gray (DG), and Brown (Br). (See Figure 60 on page 110.) 

WARP PLAN 

Warp: Medium homespun yarn set at 8 threads per inch; or carpet warp 
8/4, 8/3, or 5/3 set at 8 pairs per inch 
Weft: Germantown, doubled or tripled; or wool rug yarn 
Threading: Plain weave 

WEAVING PLAN 

Rug measures 20 by 30 in. 

Rug End: Leave 4 in. of warp for fringe; then weave 2/4 in. red, plain 
weave. 

Entire Border: 5 to 7 in. 

Transition band: IW, IR, IW, IR, 2W, 2R. An arrow with a heavy 
black and light gray twisted (A, Figure 41) 

Border proper: 8W, 8LG, 8DG, 8B, 8Br, 4W, 2R, 2W, 2R, 2W, 2R, 4W, 
8Br, 8B, 8DG, 8LG, 8W. An arrow, same as first arrow 
Transition band: 2R, 2W, IR, IW, IR, IW 
Rug Center: 12-in. plain red. At the middle of the red center, measuring 
12 in. long, weave a diamond motif as in the preceding directions, diagonal 
tapestry, E, Figure 41. 

Border: Same as the first border, 5 to 7 in. 

Rug End: 2% in. plain red. Leave 4 in. of warp for the fringe. Remove 
from loom. Tie the fringe at the ends. 
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CHAPTER IQ 

Soumak Rugs 

SouMAK rugs come from the Far East and are not generally known to 
Western weavers, but the technique is a new and interesting one to attempt. 
It is applicable to either two- or four-harness looms when making rugs. It is 
to all intents and purposes a “chain” embroidery stitch, the very same that is 
used for outlining fancy work patterns. In Soumak, however, the outlining 
or chaining is done across the warp threads of a loom in successive rows to 
form a solid texture. Although it takes longer to make this kind of rug 
than plain-weave rugs, the weaver is rewarded by a surprisingly durable and 
satisfying product. 

TEXTURE 

The texture of Soumak forms a flat, smooth, and thick surface, the same 
on both sides; and the woven or embroidered weft strands, firmly packed 
against each other row on row, hug closely to a strong warp, completely 
covering it. The heavy matlike surface of the finished rug sticks fast to 
the floor and protects its polished surface. When made of wool, the rugs 
give a feeling of warmth and comfort. 

DECORATIVE USE 

Soumak rugs are useful wherever a durable matlike surface is needed. They 
fit well into the decorative scheme of a living room or hallway with their 
restful, even texture wrought in low, subdued tones. They can be used 
where there is considerable wear on a floor; being reversible, they are 
doubly practical. 

COLOR AND DESIGN 

Given the basic “chain” stitch of Soumak, shown in Figure 44, it is an 
easy matter to introduce color where desired. The yarn being used can be 
changed to another color by fastening the new end on the underside, running 

67 




G 



Fig. 43 — Free and conventional designs for Soumak, laid-in, and 
imitation tapestry. 
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the old end a short distance along the new, and fastening it on the back of 
the rug. Designs in stripes, diamonds, squares, oblongs, triangles, and other 
simple figures may be used (see Fig. 43). 

EQUIPMENT 

Use any strong loom thread for plain weave. The “chain stitching” is made 
easier by the use of a long, pointed throw shuttle or a flat stick shuttle. 

MATERIALS AND WARP SETTING 

Warp: Use a strong warp, linen 10/5, cotton 4/4, or pairs of carpet warp, 
8/4 or 8/3. Setting — set the heavy warps or pairs at 8 to 10 per inch. If 
you are using a loom already threaded at 12 to 16 singles per inch, 
rethread in pairs for Soumak, and set 6 to 8 pairs per inch. 

Weft: For the pattern filler, use real wool rug yarn, if possible, as this is 
flexible and soft in its feel and appearance. The weft material should 
be of good quality, soft and easy to work with, and this should be used 
on a pointed throw shuttle or a stick shuttle in order to reach readily 
within the warp threads. A good substitute is lightweight cotton rug 
yarn, although it makes rugs less warm and durable. For tabby weft, use 
the warp double or a cotton double the weight of the warp. 

METHOD: PLANNING A HEAVY HALL RUG 
(Figs. 43 and 44) 

Plan a practical hall rug or a fireplace rug for the living room. If its 
design is successful, make several rugs of different sizes in the same colors 
to group in a rug ensemble as shown in Figure 72. 

The tones used for halls and living rooms are fairly low in value, so plan 
to weave a rug background that will act as a foundation to your color 



scheme in mahogany, rich brown or green, henna, old blue or rose. Add 
borders or designs with a dash of brighter color at the ends. 

DIRECTIONS FOR MAKING (Fig. 44) 

1. Make a heading at the ends of the rug. A, by weaving the tabby with 
carpet warp. If the loom is threaded as singles, this will be a closely woven 
heading as shown. 

2. Weave four rows of plain weave, B, over pairs of warp with the regular 
rug yarn to be used for the Soumak stitch. This gives a solid background to 
weave against. To be able to weave tabby both as singles and as pairs, thread 
the loom to twill. For singles in tabby, weave harnesses 1-3, 2-4; but for 
pairs of warp in tabby, weave on any two opposite pairs, such as harnesses 
1-2 against 3-4, or harnesses 2-3 against 4-1. 

3. Do not raise shed. Soumak is woven across a neutral shed. For the 
first row of Soumak, carry the weft left to right over four warps and back 
under two. Weave all across to the right selvage, as at C. 

4. For the second row of Soumak, carry the weft right to left over the 
same four warp threads of each unit and under two. Note the sketch at C, 
arrows, and the same direction of weft to form a slanting trend. Either 
weave back and forth, or fasten the yarn at the end of each row and weave 
only from left to right. 

TWILL AND ARROW MOTIFS (Fig. 44) 

At C, the stitches all run in the same direction, twill fashion. At D, the 
stitches of successive rows run in opposite directions forming arrows. The 
arrow stitch, or two rows running at opposite angles, also may be executed, 
both rows at the same time, in the manner of chain stitch in embroidery, 
by looping a double weft forward over the warps, and pulling their ends 
through in the center of the stitch; see small arrows. 

Use colors in series for successive arrow bands, or weave a background 
texture of one color and occasionally insert an accenting arrow in another 
color. When desired, a new color may take the place of the old over a certain 
number of warps and, as these color changes are made in successive rows, 
figures are formed. E, Figure 44, shows a rectangular figure in a second color 
at the center, and an arrow-chain border at the top, again in accenting color. 
See good designs for Soumak in Figures 37 and 57, in F and G, Figure 43, 
and 3, Figure 48. 

If Soumak rows are used in succession, all going in the same direction and 
giving the “twill” effect mentioned, C, Figure 44, over a large space, the 
resulting rug will curl somewhat. To avoid this, alternate sections of twill 
Soumak with sections of arrow Soumak. However, if the texture is to remain 
constant, keep repeating the twill Soumak, but at intervals of 2 in. or so 
run one row of arrow across. This will keep the surface from curling. 
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The arrow Soumak, if repeated continuously, never curls, for this consists 
of alternate rows of Soumak going each way, 

DIRECTIONS FOR MAKING EVEN SELVAGE (Fig. 44) 

Skip the first four or six warp threads before starting the wrap-around 
stitch with pattern threads from left to right; and stop wrapping short of 
last four or six threads at the right. Bring the pattern yarn up to the surface 
at the left of the skipped warps. Treat tabby as in Flossa, taking two extra 
stitches at the left under and over these omitted threads of selvage before 
going across the entire warp left to right. Here is a complete unit and 
its return: 

1. Start the pattern rug yarn at the left side (neutral warps, no shed), 
skipping the first four or six threads; loop across entire surface to the right, 
stopping short of the same number of threads. Draw the filler up to the surface. 

2. Filling in at Selvages. Make shed 1. With carpet warp used double or 
equivalent, weave across the selvage threads on the left side, left to right, as 
far as these skipper selvage warps go. Make shed 2. Return to the left edge 
with the same. Make shed 1. Weave across the warp from the left selvage 
to the right selvage. 

Make shed 2. Weave across the selvage threads on the right side, right to 
left, as far as the empty selvage warps go. Make shed 1. Return to the edge 
with the same. You have now filled in on the left side, woven across to the 
right side, and filled in on the right side. Drop the fill-in thread at the right 
selvage to wait for a second row of Soumak. 

3. Bring the shed back to neutral. Weave the second row of Soumak with 
pattern rug yarn right to left on neutral shed, reversing the direction of loops. 
Stop short of the selvage warps. Draw the filler up to the surface. 

4. Make shed 2. With the fill-in weft, weave across the selvage threads on 
the right side, right to left, as far as these skipped warps go. Make shed 1. 
Return to the right edge with the same. Make shed 2. Weave across the warp 
from the right selvage to left selvage. 

Make shed 1. Weave across the selvage threads on the left side, left to 
right, as far as the skipped selvage warps go. Make shed 2. Return to the 
edge with the same. 

You have now filled in on the right side, woven across to the left side, and 
filled in on the left side. Drop the fill-in thread at the left selvage to wait 
for the next row of Soumak. Then repeat the four steps above. 

The complete repeat consists of: 

1. Row of Soumak, left to right. 

2. Fill in on left, travel to right, fill in on right. 

3. Second row of Soumak, right to left. 

4. Fill in on right, travel to left, fill in on left. 
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DIRECTIONS FOR A SOUMAK RUG 
WITH SMOOTH BACK 

For a Soumak rug with plain smooth back rather than one with both 
surfaces showing overlapped yarn, make stitches on one shed only, and after 
each complete Soumak row add two rows of tabby instead of one, and fill 
in at the selvages. The warp for this type should be set closer, at 10 to 12 
pairs per inch. 

1. Shed 1. Soumak, left to right around the desired number of upper warp 
threads only. 

2. Keep shed 1 for tabby: fill in on left; shed 2, back to left selvage; shed 1, 
travel across from left to right selvage; shed 2, right to left across right 
selvage threads; shed 1, back to right selvage; shed 2, travel across from right 
to left selvage. 

3. Shed 1. Soumak right to left. 

4. Same as 2, 

Repeat all. 
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CHAPTER 


Laid-ln and Imitation-Tapestry Rugs 


LAID-IN RUG WEAVING (Fig. 45) 

It is possible to add designs to rugs over the regular background texture, a 
technique commonly known as “inlay” or “laid-in” weaving. This proves 
desirable from the standpoint of interest, but the inlay material should not 
be too heavy or it will form a raised surface which is impractical for a rug. 
For that reason, certain types of laid-in are more practical than others. The 
laid-in figures cover the warp which is set far apart to make possible a weft- 
face texture. The following are practical methods: 

1. Regular inlay, called also “in-and-out laid-in,” with design threads passing 
through the same shed as the tabby and in addition to it. 

2. Entwined laid-in with design threads twisted with the regular weft. 

3. Brickwork inlay, using a pickup stick to secure the effect of brickwork 
for the design threads. 

4. Laid-in on Summer and Winter or twill in which every fourth warp 
thread acts as a tic-down to bind the added design thread, a laid-in method 
called “Dukagang.” 

DECORATIVE USE 

Rugs with added figures are intriguing to the weaver. It enables him to 
select design types suitable to certain rooms. If he weaves commercially, 
he can add interesting motifs which have an appealing sales value. Since 
the designs can be so variable, these rugs can be adapted to all rooms, even 
those decorated by modern color spacings and texture contrasts. 

DESIGN AND COLOR 

Use very simple figures for rug inlay, and do not mix either colors or 
design forms, but rather plan one or two simple forms against the background 
in one or two colors only. The person who makes laid-in rugs should plan for 
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added designs when creating the initial rug. Designs suitable for in-and-out 
laid-in are shown at B, C, D, E, F, and G, Figure 43. The best laid-in 
figures have connected parts throughout, making it possible to carry the 
added design thread right along. See the design in B, Figure 45. Note 
arrows to designated places where a new design thread must start and end 
because of a break in the design. At C, the laid-in thread is continuous, a 
unique but pleasing type of free rug design. 

MATERIALS 

Laid-in motifs may be added to any rug with a plain-weave or twill back- 
ground. Great care should be used in selecting the right size of laid-in yarn, 
such as will add new color effect but will not add too much bulk to the 
texture. In rugs with wool or cotton filler, the filler can be divided in half 
for the laid-in strand. In rag rugs, the background rags can be cut a bit 
narrower at this point; but if warp is set far enough apart, such as 8 to 10 
per inch, there is room for both strands. The important thing is so to gauge 
the background and added laid-in strand that together they do not form too 
much additional bulk. 

EQUIPMENT 

Inlay methods 1, 2, and 3 are suitable for two-harness looms. Method 4 
is planned for four-harness looms but may be imitated on a two-harness loom 
by picking up every fourth thread on a stick and holding it as a third harness 
to bring forward when needed for the laid-in design. 

A long pickup stick is needed for doing rug inlay. 

INLAY METHODS 

1. Regular Inlay or In-and-Out Laid-In (A, Fig. 45). In this type of 
laid-in weaving, the added design thread or rug filler passes under and over 
every other strand of warp, and is followed by a binding tabby thread through 
the same shed. At A, Figure 45, the heavy rug yarn, 1, is the design thread 
shown weaving under and over alternate warps; and the finer thread or 
binder 2 is shown following directly through the same shed. 

Method. Plan your design on graph paper. Let each square of your graph- 
paper design equal four warp threads. As the shed is made, two threads 
on the upper level represent one square of design. 

Make your shed for the regular tabby row; lay the design or added thread 
in through this shed as far as desired, or as far as the graph-paper pattern 
designates; then weave across the entire warp with regular tabby thread. 
Beat all close together. 

A Unique Bedside Rug of Silk Rags, C and D (Fig. 45) 

A hit-or-miss bedside rug made of finely cut silk rags makes a welcome 
gift. It may prove colorful if made of discarded silk or rayon dresses 
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Fig. 45 — Methods used for rug inlay, imitation tapestry, and 
entwined laid-in. 


cut into strips for the weft. The runner or rug is woven as plain weave with 
the rags in any sequence of coloring whatever. The laid-in parts may be of 
especially bright bits of silk. The laid-in yarn travels from row to row, followed 
after each by a row of tabby through the same shed. The weaver may pass 
the laid-in yarn back and forth at will. Note the character of this design, C, 
To get to another point of warp do not skip over more than two or three 
warps, but pass to the next row and then travel horizontally to the next 
point, as shown in detail at D, arrow. Try to start the next row at the warp 
thread that is closest to the reverse point of the last row. 
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Modern Wool Rug in Colorful Free Laid-In Design (Fig. 46 ) 

This unusual laid-in rug gives one an immediate impression of beauty, both 
in color and design. It was made to simulate the appearance of pebbles and sand 
on the beach, and lovely tones of wool were intermixed with scattered laid-in 
figures of gold, copper, and silver threads. 

The chenille was hand-dyed in the color of actual sand. The “pebbles” and 
“stones” were made of knitted tubing combined with assorted yarns of the 
same natural colors of stones. When some of them particularly gleamed or 
sparkled, the proper silver, gold, or copper thread was added to the com- 
bination of threads to be knitted together for that particular stone of the rug. 
No two stones of the same color are side by side in the rug. When a pattern 
treadle was depressed, the openings in the section of the shed to be used for 
the tubing were measured, each opening or space being measured separately. 
Then the colored threads for the pebbles were measured separately according 
to the requirements of each opening; they were then joined together and 
knitted to make a piece of tubing which was finally “laid in” the shed, thus 
placing the “pebbles in the sand” of chenille and rug yarn. 

There was no pattern to follow for making this rug, just the imagination 
and feeling of the weaver who provided the place where the stones would 
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Fig. 47 — Detail of rug in Figure 46. 


Fig. 46 — Rug, 'Tebbles and Sand,'' 
showing free laid-in design in colorful 
wools and synthetics. 

Courtesy — Elvira R. Ponkey 
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fall and where the sand would be smoothed by rolling water, and also where 
it would be scuffed up by people walking on the sandy beach. Needless to 
say, the finished product had to have a feeling of rhythm and motion, a 
beginning and an end to coincide with the meaning of the title. The close-up 
in Figure 47 shows the beauty of the textures, both the background texture 
and that produced by the knitted tubing, but one must see the colors of the 
rug to realize what an exquisite thing a laid-in rug can be. 

Rug Setting 

Warp: Black carpet warp 

Weft: Chenille and cotton filler, and several weights of cotton and metal- 
lics combined for pebbles 

Threads per Inch: Three ends per dent in every fourth dent of a lO-dent 
reed 

Threading: Standard twill or tabby woven as plain weave 

2. Entwined Laid-In (F and G, Fig. 45). Adding an extra weft strand 
to the regular background weft yarn or rag, and twisting the added 
strand with the regular strand results in a technique called “Entwined 
Laid-In.” This method is employed in Scandinavia to give softly blended 
color sections to the centers of rugs or their borders. The method is shown 
in F, Figure 45, and resembles the regular laid-in at A and B of the same 
figure except that the added strands are twisted with the background strands 
instead of being laid beside them. For an example of this method, see No. 3, 
Figure 48. 

Method. Determine at which warp thread you wish the laid-in to start. 
When you reach the point of change, add the new colored weft, F, run it 
along in the same shed as the regukr weft but twist them together. Bring 
added thread out at the desired point, and let it hang as at G, ready to be 
picked up at the return of the regular weft in the next row. Returning thus 
from left to right, either twist in the same direction for a twill texture or in 
the opposite direction to make arrows. The method is the same as that used 
for making the twisted arrow, AB, Figure 41. The twisted strands do not 
cover the warps but go between them. Rectangles, triangles, diamonds, etc., 
may be laid in very effectively in this manner, and the laid-in parts blend 
well with the rest of the rug because they contain the background yarn. 

3. Brickwork Inlay Using a Pickup Stick (E, Fig. 45). The brickwork type 
of laid-in makes a pretty texture. It also is serviceable, for the laid-in yarn is 
bound down by every fourth warp thread, and the rows are staggered so that 
they hold each other in place, as shown in the detail, E. The designs should 
be simple and worked out on graph paper. Because of the brickwork texture, 
it is possible to progress diagonally upward adding a half brick each row. 
Therefore, diamonds and zigzag figures are good. 
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Method. Let each square of your graph-paper design equal four warp 
threads. As the shed is made, each two threads on the upper level represent 
one square of the design. 

First Row of Bricks — 

Step 1. Make the first shed. No. 1. Half of the warp threads are raised, 
and each two warps cover the space of one square. With a pickup stick, pick 
up every other warp in raised level, thus bringing every fourth thread on top 
of the stick; see E, Figure 45. 

Step 2. Turn stick on edge, run the design thread under as far as the 
squares of the design indicate. 

Step 3. Pull out the stick, and run the finer tabby binder through the same 
shed. 

Step 4. Change the shed to shed 2, and weave the tabby through alone. 

Second Row of Bricks — 

Step 1. Make shed 1. Insert the pickup stick as before, but this time out 
of each two warps representing a square pick up the one not picked up 
before. This will come in the middle of the last pickup or “brick.” 

Step 2. Turn the stick on edge, and run the design thread through. 

Step 3. Pull out the stick, and weave the tabby through the same shed. 

Step 4. Change to shed 2. Weave the tabby through alone. 

Repeat the first and second rows of bricks throughout. 

When there is a skip in the design and there are blank squares on the 
paper pattern before coming to the next filled-in squares, turn the first design 
thread around, use no laid-in across the blank space, but start another design 
thread where needed, as shown in B, Figure 45. If the weaver wishes the 
bricks to show still more, he should repeat the first row of bricks twice 
before progressing to the second row; repeat this also. The bricks will be 
heavier. 

4. Laid-In on Twill and Summer and Winter (E, Fig. 45). The process 
and results are much the same as for brickwork inlay, the difference being 
that the shed is more easily made and no pickup stick is necessary. Although 
this method belongs to four-harness weaves, we will add it here, as it is a true 
inlay method. Use either a counterbalanced or jack loom. In the directions, 
the treadling for the former is given first. 

A. Twill Laid-In: One starts with a rug loom threaded to twill in carpet 
warp at from 12 to 16 threads per inch. 

First Row of Inlay — 

Step 1. Treadle harnesses 2, 3, 4 together (on jack loom harness 1). All 
threads on harness 1 will rise, i.e., every fourth warp. Run the design thread 
through. 

Step 2. Weave tabby on harnesses 1-3. 

Step 3. Weave tabby on harnesses 2-4. 
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Second Row of Inlay — 

Step 1. Treadle harnesses 1, 2, 4 together (on jack loom harness 3). All 
threads on harness 3 will rise, i.e., every fourth warp between the first inlays. 
Run the design thread through. 

Step 2. Weave tabby on harnesses 1-3. 

Step 3. Weave tabby on harnesses 2-4. 

Repeat the first and second rows of inlay throughout the space desired for the 
design. 

In twill, a regular slanting twill-texture trend can be developed by weaving 
inlay as follows: 

First Row of Inlay — Treadle harnesses 2, 3, 4, lifting the warps on har- 
ness 1 (on jack loom, treadle harness 1). Weave the design, and follow with 
tabby, harnesses 1-3, then 2-4. 

Second Row of Inlay — Treadle harnesses 1, 3, 4, lifting the warps on har- 
ness 2 (on jack loom, treadle harness 2). Weave the design, and follow with 
tabby, harnesses 1-3, then 2-4. 

T^d Row of Inlay — Treadle harnesses 1, 2, 4, lifting the warps on har- 
ness 3 (on jack loom, treadle harness 3). Weave the design, and follow with 
tabby, harnesses 1-3, then 2-4. 

Fourth Row of Inlay — Treadle harnesses 1, 2, 3, lifting the warps on har- 
ness 4 (on jack loom, treadle harness 4). Weave the design, and follow with 
tabby, harnesses 1-3, then 2-4. 

B. Summer and Winter Laid-ln: 

First Row of Inlay — 

Step 1. Treadle harnesses 2, 3, 4 together, lifting the warps on harness 1 
(jack, harness 1). Run the design thread through. 

Step 2. Weave the tabby on harnesses 1-2. 

Step 3. Weave the tabby on harnesses 3-4. 

Second Row of Inlay — 

Step 1. Treadle harnesses 1, 3, 4 together, lifting the warps on harness 2 
(jack, harness 2). Run the design thread through. 

Step 2. Weave the tabby on harnesses 1-2. 

Step 3. Weave the tabby on harnesses 3-4. 

Repeat the first and second rows of inlay throughout the space of added 
design. 

IMITATION TAPESTRY 

Tapestry and inlay are closely related in that each produces an added design 
to the fabric, but in laid-in an added design thread is necessary, while in 
tapestry the design or color change is part of the regular weft row. A method 
of interlocking wefts to produce the design results in what is appropriately 
called “imitation tapestry.” In this, too, the interlocking wefts form the 
design changes without an extra added design thread. 

79 











COMPARISON TO REGULAR TAPESTRY 

The imitation-tapestry technique produces an effect similar to regular 
tapestry but is easier to execute. However, it is limited as to design possibilities. 
The figures in C, Figure 45, and A, B, D, and E, Figure 43, show its character. 
The method is shown in H, Figure 45. It employs two weft threads at the 
same time and through the same shed, interlocking with each other and 
reversing somewhere in the shed. For this reason it is sometimes called 
“Clasped Weave.” 

The technique differs from regular tapestry in that each color weaves, inter- 
locks, and returns in the same row instead of waiting for another row. This 
makes two wefts in each row, as shown in the sketch in H, Figure 45. Sinpe 
the rows are double, a lighter-weight rug yarn than usual can be used. In 
fact, this technique is a “find” if various belt-weave yarns, heavy wools, etc., 
are on hand. By doubling them up in this way, a filler about as heavy as 
a regular rug yarn can be acquired. Weavers usually like imitation tapestry 
as it proves interesting to make the design changes and the work is creative. 
The technique was first brought to the author’s attention by the gift of 
some rugs from Sicily, woven in this way. 

TEXTURE AND DECORATIVE USE 

The texture is similar to tapestry but the wefts are double, and it is, 
therefore, a comparatively heavier texture. Since there is a nubby projection 
where the wefts interlock, a series of nubs outlines the design, a rather unique 
and interesting effect. Imitation tapestry rugs are excellent for modern 
interiors stressing texture change. The technique can also be applied to 
heavy runners, rug-weave pillows, to chair-back sets, etc. 

DESIGN AND COLOR 

Designs are simple, developing from two forms placed side by side and 
increasing or decreasing in size. Two-color effects are characteristic. The choice 
of colors is most important. There should be enough contrast to set off the 
design, one lively and one dull; or two complementary colors, or two shades 
of the same color if far enough apart in value. 

Creating the designs is fascinating and the weaving is fast. It is fun to 
interlock the colors and see them flow back and forth freely, as in the rug 
in A, Figure 43. Fabrics also can be woven sideways as shown in the skyline 
design, E, Figure 43, or the cross, D. Flowers, too, may be woven as in B, 
Figure 43. Here, however, a third weft must be introduced. Since this is more 
difficult, it should not be attempted until after the two wefts have been 
mastered. Imitation tapestry, using a third weft, is especially useful for making 
borders at the sides of rugs. 
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MATERIALS 

Since the weft rows become double, consisting of two rows of weft through 
the same shed, a yarn about half as heavy as the usual rug yarns should be 
used. Wool rug yarn is excellent, since it is not so heavy as cotton rug yarn. 
Cotton rug-weave yarn or smooth narrow rags are good to use. Germantown 
yarn doubled also can be used for lightweight mats. 

EQUIPMENT 

Any floor loom producing plain weave is satisfactory. The technique employs 
two shuttles used at the same time. Since one of these remains fairly stationary, 
while the other does the actual weaving, some weavers use a ball of thread 
in place of the second shuttle and allow its end to travel out from a wire 
hook which keeps it at a comfortable level at the left side. This takes the 
place of shuttle No. 2 in H, Figure 45. 

METHOD EMPLOYED (HandJ, Fig. 45) 

For plain weave, before starting the tapestry, or between two sections of 
the same, use the same yarn as planned for the tapestry but double it, so 
that the texture of the background or the ends of the rug will be as heavy 
as the tapestry parts. Next, take a shuttle of each color, numbered 1 and 2 
in the sketch. Start No. 1, a straight line, on the right side; No. 2, a dotted 
line, on the left side. See base of sketch H. Weft No. 2 does not weave at all. 
It simply receives the shuttle of No. 1. Thread No. 2, therefore, can be 
either loose on a ball in your lap, or on a stick shuttle. However, it is 
convenient also to have threads Nos. 1 and 2 on the same kind of throw 
shuttle, especially in drawing up the wefts after the interlocking, which is 
done with a shuttle in each hand. Weave several rows of plain weave with 
thread No. 1 before beginning tapestry. Several rows are shown finished; 
for directions below, follow numbers at upper part of diagram H. 

Step 1. Make Shed 1. Weave with weft No. 1 from right to left. At the 
left selvage, pass it around weft No. 2, the dotted line, as shown. Do not 
change sheds, but carry weft No. 1 back toward the right through the 
same shed, as shown by arrow. Let weft No. 2 be very loose so that No. 1 
can pull it toward the right. Stop motion at any point, where you wish to 
show the change of color, as shown by the vertical arrow. Now pull gently 
on each weft from side to side; leave each weft slightly on a slant, and beat 
with the beater. 

Step 2. For the next row make shed No. 2, and again weave from right 
to left with weft No. 1; interlock with weft No. 2, and return in the same 
shed, placing point of reverse a little further to either side as the design 
shows. A little practice will enable you to get the reverse point exactly 
where desired. 
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Continue repeating steps 1 and 2. Step 2 is the same as step 1^ but is 
made on shed 2. 

This method takes care of two colors, and will cover all designs where 
in any row there is only one change. However, for putting in flower blossoms, 
or an area where the design shows two design changes, as in B, Figure 43 
and J, Figure 45, make the first change and return to the right side with 
thread, X. Then, from the left through the same shed, bring the second 
thread, Y, to meet the third thread, Z, which remains in the center, and 
interlock with it, returning to the left side. With three threads the process 
takes nearly as long as real tapestry. Nevertheless, it is good to know this 
method, for most of the design can be woven quickly if you use two threads 
and simply add a unit or two of the three-thread type for accent or interest. 



Fig. 49 •— Colorful rug in dark 
and light squares of mixed 
cretonnes made of tufts of rags 
laid in by the method 
shown at 5, Fig. 48. 

The heavy cotton fringe of rug 
filler matches the predominating 
pink tone. The Embroidered 
Swedish Flossa Rug Method 
of Chapter 5 can be used 
for the same effect. 
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PART IV Warp- and Weft-Jace Kugs 


CHAPTER O 

Warp-Face Rugs 


The texture, thickness, and firmness of a rug depend first on the warp 
setting, second on the kinds of warp and weft used, and third on firmness 
in beating. In experimenting with effects, it is necessary only to vary the 
placing of the warps and their threading, or the weft colors and their textures, 
to get entirely different products. 

In a practical weaving texture and one which is used a great deal, equal 
amounts of warp and weft show. The home weaver will find this a good 
choice for many rugs. Usually warp set at 10 to 12 or even 15 threads per 
inch and crossed with a medium-weight rug filler results in this texture. With 
warp and weft bearing equal amounts of wear and tear, a rug will last longer 
than when either element is exposed more. This is known as a balanced 
setting with a fairly even distribution of warp and weft; it is recommended 
for most rag rugs and for many of the four-harness techniques described. 

However, on either side of this setting are two extremes, known as “warp 
face” and “weft face.” In the former, the warp is set so closely that the weft 
does not show, and the warp, often striped, stands out boldly and provides 
the design. In the weft face, the warp is set so far apart that the filler 
sinks down between its threads and forms a thick weft surface. Any design 
or change of colors must be provided for in the weft, since this covers the 
warp. The three textures just described might be called evenly balanced, 
warp face, and weft face. Textures in between these definite types are 
sometimes desired by the weaver for unusual effects. For instance, if a 
ridged rug is desired, a pattern rug or a rag rug can be set at 16 warps per 
inch. The warp will show more than the weft but it will be modulated by 
it. Such a texture might be preferred for a certain purpose, such as a door 
mat, but the 12-per-inch setting should be used for softer household rugs. 
The same warp set at 20 to 24 per inch would produce a completely warp- 
face rug. 
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Most primitive rugs were warp-face woven in plain weave, but with 
only the warp showing and the weft concealed. The reason for this was 
that there were no reeds to keep the warp threads apart; they gravitated 
toward each other until they almost touched, covering the weft. Attractive 
striped designs could be arranged in the warp and, in fact, this was about 
the only way to achieve design. Some beautiful examples among primitive 
textiles can be seen in our museums. 

The modern weaver uses a reed to get the warp-face effect in rugs, setting 
the warp as close as 20 to 30 per inch. The warp must be strong to with- 
stand the wear on a rug. The best rag carpets of the early days were of 
this type, with linen or closely spun wool warp set at 20 to 24 per inch. 
These were practical for several reasons. They could be woven rapidly, for 
the design was in the warp and could be woven with a continuous weft, 
without interruptions for piecing. This weft could be anything at all, such 
as old rags or jute, since it does not show. The fine examples in Figure 
51 are typical of a certain period. 

TEXTURE AND DECORATIVE USE 

Warp-surface rugs are firm and like a mat. If the warp is coarse, the rug 
takes on its character of stiff unyielding texture. If it is a ply yarn of more 
smoothly spun fibers, the rug structure allows these to show, making a 
softer surface. In cither case, the stripe designs planned for decorative purposes 
are always vertical, and can be just as bright and gay as the warps them- 
selves. Use these rugs to lengthen short, dark hall ways, to add cheer to 
stairways and landings, and to add length to small rooms. 

DESIGN AND COLOR 

A favorite type of Colonial rug was made of gay woolen warp stripes 
throughout, with wefts of discarded household cottons, such as sheets, towels, 
or dresses. The rags were all carefully cut the same size so that the texture 
was uniform. Rugs of this kind were made with very brilliant rainbow 
stripes, a charming floor accent which would be suitable in many a modern 
interior. The weft shows only slightly at the selvages where it reverses, but 
this can be hidden by making the edge threads of warp the same tone as 
the weft filler planned, or of a natural color which is hard to detect 

The following are several desirable types of warp-face or warp-surface 
rugs for the modern weaver to make: 

1. Striped warps similar to those just described 

2. Pepper-and-Salt design 

3. Log-Cabin rugs 

4. Mattor rugs 

Nos. 1, 2, and 3 require only two harnesses; No. 4 requires a four-harness 
loom. 
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MATERIAL 


Choice of Warp. In warp-surface rugs, since the wear comes only on 
the warp, the very best yarn must be used, such as heavy woolen yarn, 
10/5 linen which comes in many colors, carpet warp 8/4 or 5/3, or heavy 
warp 4/4. Be sure to use fast colors and strong thread from standard thread 
companies. 

Choice of Weft Since the weft does not show, it may be any color or 
kind of thread, but always the same kind in the same piece. Old sheets, 
towels, rayon underwear, etc., can "be used. Rugs also can be made heavy 
or light in weight by varying the size of the filler. Wool from suits can be 
used for the heaviest wefts, cutting these carefully to form even strips. 
Lighter-weight rags should be used for thin textured rugs. 

Do not use the slot-and-hole method of piecing because a smooth weft 
must be made so that the rug surface will be flat and even. Piece rather as 
shown in D or E, Figure 64. If the rags used for filler are firm and smooth, 
the flat piecing at D is best; if they are lighter in weight and not so strong, 
the piecing at E is more practical. 


EQUIPMENT 

In addition to a sturdy floor loom, be sure that the reed and beater are 
strong and will accommodate a close setting. Two threads per dent in a 
coarse reed generally are better than one thread per dent in a closer reed. 
For instance, if you want 24 threads per in., a 24-dent reed is entirely 
too fine to take carpet warp, but two threads per dent in a 12-dent reed 
will give a close setting. 


METHOD FOR MAKING SIMPLE WARP-FACE RUGS 

Stripes for Warp-Face Rugs. If a hand-warping board is used, count off 
the desired number of threads for the first color. Change colors at the 
beginning or end of the warp length, tie on the next color, and proceed. 
Another method is to wind enough colored threads for a group, and chain 
off separately. Then follow with an entire fresh chain for the next color. 
On a sectional beam loom, buy or wind small spools for each color and 
arrange each 2-in. section of warp by drawing the desired colors from the 
spool rack and then through the threading guide in the order desired. 

Thread Accents. For stunning vertical stripes, interrupt long repeats of a 
light warp color with two or three sharply contrasting threads; or alternate 
a long repeat of a dark with very bright or light threads. Use black against 
white or gray, red against gray or pale blue, brown against yellow, flame 
against aqua, etc. 
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Fig. 51 — Two examples of traditional warp-face American carpets. 

CONTRASTS AND BLENDS 

Blend any series of colors rainbow fashion. Warp-surface threads show 
their color much more purely than when modified by the weft, which is 
one of the advantages of this kind of rug. 

For actual warps and many other suggestions, see Chapter 18 on rag rugs. 

WARP-SURFACE RUG IN STRIPE DESIGN 

(Figs. 51 and 52) 

The rug or carpet section shown at the top in Figure 51 is a typical warp 
design with brilliant colored stripes characteristic of the early nineteenth 
century in Pennsylvania. The background is a soft tan, and the stripes tend 
toward reds and yellows with a touch of green. The actual parts of the 
stripe are shown in detail at the bottom in Figure 52. 



This fug was used in a home in Philadelphia in 1840. The warp is 4/4 
wool, the best quality that could be bought to render the warp-face texture 
durable, and the weft is natural linen combined with jute to add strength 
to its quality. In early days every effort was made to give durability to 
hard-earned necessities. The rug at the bottom in Figure 51 is also a durable 
warp-face rug threaded to a diamond pattern, with more harnesses required 
to make the design possible. 

WARP PLAN 

Figure 51, upper rug 

Warp: Tightly spun wool, 4-ply 

Weft: Jute or finely cut rags (half the size of a pencil when twisted 
tightly) 

Threads per Inch: 20 

Width: 36 in., if two vertical stripe motifs are used 
18 in., if one vertical stripe motif is used 
Toted Threads: 734 for two stripes, 367 for one stripe 

THREADING PLAN 

See the shaded plan of one complete warp stripe. No. 2, Figure 52; also 
consult Figure 51. 

Complete Warp Stripe (No. 2, Fig. 52) 

X: Outside margin or background: 

5-inch neutral tan warp. Number of threads 100 

YZY.’ Complete right side colored border: 

y : First color blend, in chartreuse, black, and white: 

3 black threads, 3 white, 3 orange, 3 yellow, 3 char- 
treuse, 3 light green, 3 dark green, 3 blue-green, 3 
black, reverse to 3 blue-green, 3 dark green, 3 
light green, 3 chartreuse, 3 yellow, 3 orange, 3 
white, 3 black 

Total iixunbcr of threads 51 
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Fig. 52 — Threading arrangements for warp-face and weft-face rugs. 



I 


IliPJ 


Y First Color Blend X 




Z: second color blend in pink, flame, dark red: 5 
deep mahogany, 5 maroon, 5 dark red, 5 light red, 


5 flame, 5 pink, 5 white, reverse to 5 pink, 5 flame, 

5 light red, 5 dark red, 5 maroon, 5 deep mahogany 

Total number of threads 65 

Y: Repeat first color blend. Number of threads .... 51 

Total number of threads complete stripe 167 

X': Center of a wide rug or selvage of narrow rug of one motif: 

10-in. neutral tan warp. Number of threads 200 

(5-in. neutral, 100 threads, if for narrow rug) 

YZY: Complete left side colored border: 

Same as Y, Z, Y above. Number of threads 167 

X: Outside margin: 

5-m. neutral background tan warp. Number of threads . . . 100 

Total threads of rug warp 734 

Note: If threading only one stripe, omit last two items. 


WEAVING PLAN 

Weave as plain weave with neutral-colored jute or rags; or any weft half 
the size of a pencil when twisted slightly. 

"PEPPER-AND-SALT" STITCH 

One of the most interesting and all-purpose warp designs known is the 
simple alternation of two contrasting colors. Black and white are excellent 
and form a warp almost neutral in its effect. Brown and white, deep blue 
or green and ivory, dark red and cream, dark gray and yellow are all good. 
Simply thread one dark and one light, and repeat all the way across the 
warp. If this speckled warp, known as “Pepper and Salt,” is set very closely 
in the reed and woven with either a one-color weft or two alternate weft 
colors, the texture is mottled in appearance. If a heavy weft is used, alternating 
with a lightweight weft, the result is delightful in its ridged quality. 

The principle of “Pepper and Salt,” with interruptions in its sequence 
at intervals, gave rise to the Log-Cabin weave, described in the next chapter. 
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CHAPTER 

Log-Cabin and Basket-Weave Rugs 


The Log-Cabin technique has come down to us from Colonial days. It is 
a quaint pattern for rugs, always popular and appealing because of the 
smart simplicity of its small squares of alternating color tones. The tradi- 
tional form consists of a plain-weave threading of two contrasting colors 
as in “Pepper and Salt,” but so arranged that the first color is predominant 
in one square, the second in the other. This breaking up of the regular 
speckled rhythm is achieved by threading in an extra warp wherever the 
change is desired. The change throws the dark colors that before were on 
shed 1 (warps numbered 1, 3, 5, 7, etc.) to shed 2 (warps numbered 2, 4, 6, 8, 
etc.), which means that in weaving light colors will now appear on the 
upper level of the shed, where it had shown dark colors before, and where 
light colors had previously come up, dark colors will now appear. The tone 
of the whole block changes at the warp change, which also forms a dividing 
line in the design. 

TEXTURE AND DECORATIVE USE 

In Log Cabin, the warp is set closely enough to make it a warp-surface 
technique, but the weft shows slightly and aids in the color effect. It is 
a splendid technique for rugs, its charm depending on the color blends 
and texture changes between blocks, not on a large spreading design. We 
usually find it woven in blocks or squares of the same size, as in the little 
rug sketch, No. 1, Figure 53. However, its square or oblong design blocks 
may be any size, making it suitable for modern interiors. It is also an authentic 
period rug of the past century, and excellent to use as a quaint note in 
restored rooms. 

DESIGN AND COLOR 

The striped warp of Log Cabin that weaves up into columns or blocks 
is quite different from the usual striped warp that weaves up in plaids of 
clear color contrast. Here, although we have plaids, each color carries some 
of the other color with it. 
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Log-Cabin effects arc made possible by adding an extra light or dark 
thread to change stripe shadings. The dividing line between blocks made 
by adding an extra warp may be placed at any point whatever. This makes it 
possible to plan borders at the sides of Log-Cabin rugs, or large spaces 
across the center, as suggested in the sketch. No. 2, Figure 53. Delightful 
variations are possible by changing the size of the blocks and grouping them 
within these border bands. 

If the same colored weft is used in weaving, the result is a series of vertical 
stripes or columns in an all-over tone influenced by the weft color. However, 
if alternate weft colors arc used, the result is a series of columns in speckled 
texture. No. 1, a, b, c, Figure 53. If the color succession is changed, and 
an extra weft of either color used at a point, the tonal effect changes, and 
at this point dark-toned columns become light, and light-toned columns dark. If 
changes arc made at regular intervals, the effect is of alternating squares 
of color tones. This effect of small squares is what gave rise to the name 
“Log Cabin” from its resemblance to logs laid together. Its final weave re- 
sembles the texture of a basket; hence, it is sometimes called “basket weave,” 
although it is not the regular technical basket weave of two successive warps 
alternating with two successive wefts. 

MATERIALS AND SETTING FOR LOG CABIN 

Set carpet warp 8/4 or 5/3 at 12 to 16 threads per inch, or 10/5 linen warp 
or 4/4 cotton at 8 to 10 per inch. For very heavy weft, set pairs of cotton warp 
8/4 at 8 to 10 pairs per inch; this will show up the warp color more and 
give a more pronounced difference between the colors of the squares. In 
place of pairs of 8/4 cotton warp a strong, heavy 3/2 cotton warp can be 
used by itself. 

For the weft, use evenly cut rags in two colors, or commercial rug yarn 
either 3- or 4-ply. Since the weft is more or less covered, it is not necessary 
to purchase expensive wool weft. 

However, if a rug of better quality with a pleasing sheen on the warp 
surface which shows most is to be made, purchase heavy linen or wool warp 
which comes in many beautiful colors, and weave with wool rug yarn. 

A COLONIAL LOG-CABIN DESIGN- 
TWO COLORS (Fig.53} 

The Log-Cabin threading is plain weave on a two-harness or twill on 
a four-harness loom. The two contrasting warp colors alternate in such a 
way that all the darker threads show on the up-shed at intervals, causing a 
dark woven square, and the light threads show up in between, causing a 
light square. 

In the draft, the dark threads (see X’s) are used for the border, A-B. 
This may be as wide as desired, appearing when woven as in {a) of sketch 
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Fig. 53 — Threading arrangement for two- and four-harness Log Cabin rugs. 


No. 1, From B-C, dark threads (jt) are threaded on the first harness and 
light threads (o) on the second harness, shown woven at (i>). From C-D, 
light threads are threaded on the first harness and dark threads on the second 
harness as at (c). The pattern keeps repeating B-C then C-D, forming alter- 
nating blocks, (b) and (c). 

To obtain wider spaces of either block, as shown in sketch No. 2, repeat 
either block such as B-C or C-D more times in the threading, in contrast to 
fewer repeats of a narrower block. 

To thread this pattern on a four-harness loom, run the alternating colors 
through the four harnesses as shown in sketch A'-F', using in succession 
harnesses 1, 2, 3, 4, and the same order of colors as given for the two harnesses. 

WARP PLAN FOR A RUG 28 IN. WIDE 

Warp: 8/4 carpet warp 
Weft: Two colors Rugro 
Threads per Inch: 12 
Width: 29 in. (weaves to 28 in.) 

Total Threads: 352 

THREADING PLAN 

Choose two contrasting colors. In warping two colors, be sure that each 
color goes through a separate space of lease reed or a distributor to prevent 
twisting. 

Threads 


A-B, border (warp two dark threads in succession). Repeat A-B, 

4 threads, 8 times 32 

B-C, first block (warp a dark and light) 4 pairs of thread. Repeat 

B-C, 8 threads, 4 times 32 

C-D, second block (warp a dark and light) 4 pairs of thread. Repeat 
C-D, 8 threads, 4 times 32 


Repeat from B-D, inclusive, 64 threads, to the desired width, (4 
times, 256 threads, for this rug) then add: 
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D-E, like first block, 4 pairs of thread. Repeat D-E, 4 times. . . 32 

E-F, border (warp two dark threads in succession). Repeat E-F, 

4 threads, 8 times 32 

WEAVING PLAN 

The character of the weave is shown best in the two-harness threading 
in Figure 53. In weaving, when harness 1 (shed 1) is depressed, all sec- 
tions like B-C have their light threads up and dark threads down; and all 
sections like C-D have their dark threads up and light threads down. When 
harness 2 (shed 2) is depressed, the opposite is true. This shows how the 
blocks occur. By weaving with an alternate light and dark weft, the light 
weft will make a light ridge if the light warps are raised, and the dark 
weft will make a dark ridge if the dark warps are raised. Weaving with the 
light weft on shed 1 for a space, and the dark on shed 2, results in a certain 
color contrast between adjacent blocks. By adding an extra light weft on 
shed 2, the dark will now occur on shed 1 and the light on shed 2, giving 
an entirely different effect and causing the formation of the blocks both 
warp-wise and weft-wise. Here are the sheds on either two- or four-harness 
looms. For these threadings, see Figure 53. 

Two-Harness Four-Harness 

Shed 1 — depress harness 1 depress harnesses 1-3 

Shed 2 — depress harness 2 depress harnesses 2-4 

In designing Log-Cabin rugs you can easily achieve the four following 
effects : 

Effect 1. First block texture: Weave shed 1 (light), shed 2 (dark), shed 1 
(light), shed 2 (dark). Repeat until the sections form squares. 

Effect 2. Second block: Weave shed 1 (dark), shed 2 (light), shed 1 
(dark), shed 2 (light). Repeat to square the blocks. 

Effect 3. Solid dark color, any width: Weave alternate sheds, dark filler 
only. 

Effect 4. Solid light color, any width: Weave alternate sheds, light filler 
only. 

The traditional Log Cabin is woven with alternate squares of (b) and (c) 
blocks, as shown in Figure 53. Between the blocks there will be two 
successive rows of the same color, such as a dark finishing the old block, 
and a dark starting the new. This change causes the interesting texture and 
color change of the Log-Cabin blocks. 

In No. 1, Figure 53, the size of both blocks is the same. In No. 2, see 
how designs can be made to have regular side borders and centers by 
repeating one block oftener than the other. Carry out the same proportion 
in weaving for plaid effects. For verticed columns, Log Cabin usually is woven 
with a neutral weft color, which does not interfere with the dark and light 
vertical warp stripes. 
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Fig. 54 — Log Cabin warp-face rug 
in red, white, and blue with 
red warp accents. 


Courtesy — Mrs. Dan Koster 


LARGE LOG-CABIN WARP-FACE RAG RUG 
IN RED, WHITE, AND BLUE (Fig. 54) 

This red, white, and blue rug is far lovelier in its actual form than the 
photograph shows. Between the blocks of black and white warps, bands of 
red warp threads act as both dividing lines and colorful accents, and these 
blend with wide red bands at the ends of the rug, hardly visible in the 
photograph. The filler is heavy blue denim and the rug is very sturdy 
and practical. The warp colors practically cover the filler which is the same 
throughout, the block changes being achieved by a second weft of black 
carpet warp, instead of an alternating weft of the same weight generally used. 

WARP PLAN 

Warp: Red, white, and black 8/4 carpet warp 
Filler: Blue denim 
Threads per Inch: 12 

Width in Reed: 28 in., weaves down to 27 in. 

Total F! umber of Threads: 340 

THREADING PLAN 

Use Figure 53 as a guide but make the B-C and C-D blocks 20 instead 
of 8 threads each. 
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A-B — Selvage. 4 bright red threads 4 

B-C — Start with white warp (o), alternate with black warp (x) for 20 
threads, 10 threads each. 

A-B — Add four extra red threads again. 

C-D — Start with dark warp (x), alternate with white warp (o) for 20 
threads, 10 threads each. 

Repeat this series of two full blocks with red accents, 24 threads each, all 
across rug, 6 times, 12 blocks. At end add A-B, 4 red threads. 

WEAVING PLAN 

Alternate heavy blue denim (d) with black carpet warp (cw) as follows: 

Heading: Leave 4-in. fringe. Weave 10 rows red carpet warp as tabby, 
harnesses 1-3 then 2-4. (On two-harness loom, harness 1 then harness 2.) 

Main Rug: 

(a) Block: harnesses 1-3 (d); harnesses 2-4 (cw). Repeat to square the 
block. 

(b) Block: harnesses 1-3 (cw); harnesses 2-4 (d). Repeat to square the 
block. Alternate (a) and (b) blocks to length desired. End with (a) 
block and red heading. For a red border, simply replace denim rags 
with red rags. 
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CHAPTER 



Mattor-Weave Rugs 


A POPULAR rug and mat texture known as the Mattor weave, originating 
in Scandinavia, has been brought to this country in recent years. It is built 
upon the same principle as the Log-Cabin weave, used so much in the 
southern mountains and New England as a durable, practical weave for 
rugs and runners. Since Mattor is strictly warp face, it can prove a very 
durable weave and wear-resistant rug surface. 

The Mattor weave is most frequently woven on four or more harnesses, 
and this provides more design blocks for variety of both color and form. 
Log Cabin adheres to the shifting of two tabby combinations and two colors 
only, and may be woven either on a two-harness or four-harness loom. 

TEXTURE AND DECORATIVE USE 

The texture of Mattor rugs is exceedingly strong and closely woven. This 
rug lies flat and its surface is smooth and even. The feeling or texture of its 
surface depends on the quality of the warp. Since the design is in square or 
oblong blocks, this type of rug is useful for modern decorative effects as 
well as traditional settings of Scandinavian feeling. The figures are always 
simple and colorful, and several color tones may be blended in blocks within 
blocks, adding textural interest. The firm texture and simple designs of 
Mattor rugs make them most suitable for boys’ rooms, game rooms, and halls. 

DESIGN AND COLOR 

The design in Mattor weave depends upon the use of two colors alternating 
with each other, with an occasional shift of each color to another shed. 
In Mattor there is also a greater freedom in the change of the lights and 
darks to other harness combinations than in Log Cabin. For instance, in 
the pattern of Figure 56, the dark color starts out on the block of harnesses 
1-2, which puts the dark on both the 1-3 and the 2-4 shed. Then the light 
color takes over on harnesses 3-4. Later, reading the draft from right to left, 
the 1-2 block with the dark color is on harness 1, and the light color on 
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harness 2, while the dark thread remains on either harness 3 or harness 1 
for some time. Then the darks shift to harness 2 or harness 4, i.e., the other 
shed (notice vertical arrow at center of long 1-2 block). At points where 
this shifting occurs, a different color rises to the upper layer of warp threads 
when the shed is made. This causes a change in the pattern, as well as in 
the colors of the woven blocks. More than one pair of colors can be used. 

MATERIALS 

The warp is of heavy cotton or linen or closely spun wool. These threads 
are set close in the reed so as to form a warp-surface texture. 

The weft should be fairly heavy to make the warp threads show well 
as the weft passes under them; the thicker the weft the more the warps 
are lifted over its round form. 

By using a very heavy weft and alternating this with a fine weft, one 
set of warps and colors will appear, more predominant. To bring out the 
other set of warps, or the second series of color blocks, weave in an addi- 
tional heavy row, which puts the fine weft on the shed last used by the 
heavy weft, and the heavy weft on the shed last used by the fine. 

These two wefts, heavy and fine, may be of the same color as they do 
not show except at the selvages. A single weft would also give the division 
of the design blocks, but it is not quite so effective. 
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Fig. 56 — Matter rug draft and design for rug in Figure 55. 


EQUIPMENT 

Matter requires a sturdy four-harness loom, either jack or counterbalanced. 
The beater should be strong, and the reed such as to accommodate a close 
setting. 

Two rug shuttles of equal size make weaving efficient as they alternate; 
but a rug shuttle also can be used for the heavy weft and a throw shuttle 
for the finer weft. 

METHOD 
Warp Plan 

Warp: Cotton carpet warp 8/4 or 5/3 set at 15 to 20 per in.; or 10/5 
linen or 4/4 cotton set at 12 to 16; or spun wool set according to its weight. 
Wejt: Two or four colors in groups of a heavy and a fine for each pair. 
For the heavier of the two wefts, use cotton rugro, woolen thrums, evenly 
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cut rags, etc. For the finer weft, use rug-weave yarn, tufting cotton, finer 
rags, or coarse yarn such as 3/2 cotton or 4-strand, even carpet warp 
double. The wefts are practically covered by the warp, so they may be 
a cheap substance, but they must be durable. 

Threading Plan. Choose two warp colors, x and o. If you wish to use 
more than two colors, choose another light and dark combination, and 
substitute this pair at sections desired in the threading. Or simply change 
one of the two colors of the first pair, such as a more str ikin g dark color to 
be used in the border. Thread the draft of Figure 56 from A to B, following 
each section in order from right to left. Note that the groups of the upper draft 
which are marked off by vertical divisions correspond to the groups of the 
woven rug in the sketch below, marked off by vertical arrows. These divisions 
in both draft and drawing show how the colors shift from one shed to 
the other. 

The warp of Figure 56 has 240 threads, 120 light and 120 dark. A selvage, 
8 more threads, may be added: 

Right Selvage: Harness 4 dark; harness 3 light; harness 2 dark; harness 
1 light. 

Left Selvage: Harness 1 light; harness 2 dark; harness 3 light; harness 4 
dark. 

Weaving Plan. For the filler, choose a heavy rag strip or rug yarn, and 
alternate with finer rug-weave yarn or tufting cotton, etc. Here are the 
possibilities for harness combinations: 

Harnesses 4-1, alternating with harnesses 2-3 
Harnesses 1-3, alternating with harnesses 2-4 

Think out ways of combining harnesses with different color alternations: 

To weave the rug in Figure 56, a, b, c, d, e (finished rug in Figure 55): 
Section (a) : Harnesses 1-3, coarse; 2-4, fine; alternate for space desired. 

Finish with 1-3, coarse. 

Section (b): Harnesses 2-3, coarse; fine; alternate for space desired. 

Finish with 2-3, coarse. 

Section (c) : Harnesses 4-1, coarse; 2-3, fine; alternate for space desired. 

Finish with 4-1, coarse. 

Weave section (d) same as (b); section (e) same as (a). 

For another variation, weave section (a) for a space, alternating harnesses 1-3, 
coarse, and 2-4, fine; end with harnesses 1-3 coarse. Now start the reverse 
coloring, following this last row with harnesses 2-4, coarse, harnesses 1-3, 
fine, and alternate, ending with harnesses 2-4, coarse. Repeat until ready for 
section (b). 

For color changes within the same block, four colors are needed, such as: 
coarse brown with fine gold; fine brown with coarse gold. Weave any of 
the successions above, first with one set then with the other. 


99 



CHAPTER 1 ^ 

Weft-Face Rugs 


Rugs in the weft-face technique are very soft, for the weft crowds down 
between the rougher warps; thus only the surface of the weft can be seen 
and felt. This is the type of rug made by the Indians in the famous Navajo 
tapestry rugs described elsewhere. In general, wool is the best filler to use. 
For a less expensive rug, use 4-strand cotton or rug-weave yarn or 3-ply 
rug yarn. 

Following are the types of weft-surface rugs described in this book: 
Oriental tapestry rugs. Chapter 8; Navajo tapestry rugs, Chapter 9; Soumak 
rugs, Chapter 10; laid-in and imitation tapestry, Chapter 11; weft-face Monk’s 
Belt, Chapter 15; three-harness weave. Chapter 16; and Indian Saddle-Blanket 
weave. Chapter 17. Below are the general rules for weaving all weft-face or 
weft-surface rugs. 

TEXTURE AND DECORATIVE USE 

Although pile rugs, with their deep-cut pile surface, are the softest of all 
rugs, weft-face rugs are a close second in giving foot conafort. A coarse, 
strong warp is buried beneath a weft which can be as soft and smooth as 
the weaver chooses. Since these rugs include those of tapestry design, they are 
not only desirable for their texture but for their design and color possibilities 
as well. Weft-face rugs generally are thick and firm as a result of the packing 
of the filler and, therefore, are suitable for living and dining rooms. In 
bedroom and bathroom, where soft surfaces are welcome, small weft-face 
rugs are gratifying. 

COLOR AND DESIGN 

The designs of weft-face rugs depend solely on the handling of the 
weft which alone is visible. Interesting effects are caused by the interplay 
of two or more weft colors, producing vertical columns. Figure 57, or by 
weaving successive sections of each weft color in horizontal stripes. No. 1, 
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Figure 48, or by using three or more colors in a rhythmic succession as in 
bound weaving. Figure 59. If tapestry-weave techniques are employed, the 
design potentials are limitless, with background and design wefts interlocking 
to form any figure chosen, worked out from a graph-paper guide. However, 
weavers who grow expert in weaving tapestry can create free designs inspired 
by the colors of the interlocking wefts. 

The simplest way to weave in the weft-face manner is to use two well 
balanced colors and alternate them on a tabby combination or on opposites 
while weaving. This produces definite vertical columns. If an extra row of 
one of the colors is added, the columns shift, and the dark colors appear 
where the light were before, as shown in Figure 58. 

\For best effects in coloring use soft blends or contrasting hues. For laid-in de- 
signs, such as diamonds, triangles, etc., carefully planned accent colors against 
neutral backgrounds produce effective rugs (see E and F, Fig. 41). Plan 
the borders also in contrasting hues or in darker shades of the background 
color. 

For guidance in designing rugs of weft-face texture, see Figures 37, 42, 
43, 48, 57, and 58; also tapestry weaves. Figure 41, and weft-face Monk’s 
Belt, Figure 52. 

MATERIALS AND SETTINGS 

Since only the weft shows, the warps must be set far enough apart to 
be covered. Carpet warp 8/4 or 5/3, set at 8 to 10 per inch, is used for 
medium-weight rugs woven with 3-ply rug yarns, wool rug yarn, or chenille 
filler. For heavier rugs, use pairs of carpet warp 8/4 or 5/3 set at 6 to 8 
pairs per inch and woven with soft heavy filler. Heavy linen warp 10/5 
and cotton 4/4 are good for very strong rugs; they should be set at 4 to 6 
per inch and woven with 4-ply rug yarn, heavy wool filler, etc. 

EQUIPMENT 

Primitive weavers fastened their warps across poles and made a routine 
tie to hold warp threads apart at even distances. They packed down the 
weft with a sword, laying it in where desired with their hands. While it 
is possible and interesting to imitate this inexpensive method, especially in art 
or history classes, the person who weaves durable rugs today needs a 
sturdy floor loom, either two or four-harness. The essential requirement is 
a coarse reed for the wide setting of the warps, and a strong beater to pack the 
filler so closely against preceding rows that the warp is entirely covered. 

METHOD 

Since the weft-face type of rug covers the many techniques listed previously, 
the specific methods for each will be found in its chapter. The method of 
setting warps or pairs of warps far enough apart to enable the chosen filler 
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Fig. 57 — Weft-face Rugs. Left, ''Apartment Building" design, red brick 
squares against tan; cross-bands, deep emerald; tapestry weave. 

Right, "Sharp Rhythm," woven on opposites in Summer and Winter; 
colors, natural, seal brown and emerald; dots woven on a pick-up stick. 

Courtesy — Clem Smith 

to cover them completely is common to all. The same is true of the need 
for heavy beating. In planning to weave rugs of weft-face texture, it is a 
wise plan to make a sample setting of the warp and weave a trial section 
across it with the weft, to be sure of getting the desired results. 

A BEAUTIFUL WEFT-FACE ALLOVER 
ROOM CARPET (Fig. 2) 

The effective beauty of the living-room rug in Figure 2 is due to its great 
simplicity and the sturdy quality of its cowhair filler, which resembles the 
jute rug yarn used in Figure 58. The threadling is “two-twills,” and bands 
of dark twill weave alternate with the speckled bands of plain weave. 
The technique is the same as that used for the run in Figure 58. 

THREADING 

The two-twills pattern: Harnesses 1, 2, 3, 4; 1, 2, 3, 4; 1, 4, 3, 2; 1, 4, 3, 2; 
1, 4. Repeat all to width desired. 
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WEAVING 

Band: 4-in. plain weave or twill, dark brown cowhair (about the 
same thickness as rug jute). Dark lead gray is also effective. 

Brown and Natural Specified Band: 

Edge of Band: Harnesses 4-1, brown; harnesses 2-3, natural. Alternate 
3 times, 6 rows. End with natural, harnesses 2-3. 

Speckled Center: Harnesses 1-3, natural; harnesses 2-4, brown. Repeat 
8 times. End with harnesses 1-3, natural. 

Edge: Harnesses 2-3, natural; harnesses 4-1, brown. Repeat 3 times. End 
with harnesses 2-3, natural. 

Continue with next dark band. 

WEFT-FACE RUG IN TWO-HARNESS 
MONK'S BELT (Fig. 52) 

A practical type of weft-surface rug is the two-harness Monk’s Belt. Its 
design appears in cheery columns or squares of color, making a bright 
rug for dark corners. Only one color is necessary for the warp since it is 
covered, but two alternating weft colors on separate shuttles are used in 
weaving. It is easy to weave; the two colors go right along in the treadling 
of the alternate harnesses. For the sketch of the finished rug border, see No. 
1, right, in Figure 52. 

Like Log Cabin, this pattern can either be woven in columns by continuing 
right along with the same weft color succession, dark, light, dark, light, etc., 
or it may be changed into blocks by throwing in an extra row of either 
color, i.e., a light after a light, or a dark after a dark, on the next shed 
of course, then continuing to alternate. The first column effect will be dark, 
light, dark, light; then change to light, dark, light, dark; then dark, light, 
dark, light; etc. 
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WARP PLAN 

JVarp: Carpet warp 8/4, 8/3, or 5/3 
Wef^: Two colors of rug filler 
Threads per Inch: 12 or 15 

Width: 24% in. (weaves to 23 in), or 20 in. if set at 15 
Total Threads: 304 


THREADING PLAN 

Plan No. 1. Uneven Blochs: 

T breads 

Thread A-B, border (8 threads). Repeat 2 times .... 16 

B-C, pattern (32 threads). Repeat 8 times 256 

B to (*) only 16 

B-A (read A-B backward) 8 threads. Repeat 2 times ... 16 

Total number of threads 304 

Plan No. 2. Even Blochs: Chechcrboard Effect: 


All the blocks can be of the same size except the narrow border blocks. 
In this case start threading A-B, then follow with four units on harness 1, 
four on harness 2, etc. Keep repeating, then end with four on harness 1, 
and the border B-A. 

WEAVING PLAN FOR BOTH DESIGNS 

The ejffect of weft-face Monk’s Belt when woven is that of two alternating 
blocks. Call the first block the (a) block; the second block, the (b) block. 
Use two shuttles, one with dark filler, the other with light. 

(a) block: Weave harness 1, dark color; harness 2, light color. Repeat 
this succession as desired to form a row of squarelike motifs. 

(b) block: Weave harness 1, light color; harness 2, dark color. Repeat as 
desired. The light shows up against the dark in previous row. 

VARIATIONS IN EFFECT 

For dark bands to outline the regular weave and to be inserted where 
desired, simply weave the above successions with only the dark shuttle. For 
light bands, weave with the light shuttle only. These dark and light bands 
are shown at upper right of drawing in Figure 52, No. 1. 

One can add other colors for accents and contrasts. For instance, if weaving 
with one pair of colors, such as deep maroon and gold, one can change the 
gold to pale blue, and keep weaving with maroon and pale blue; or one 
can change both colors, the maroon to aqua, the gold to cream, or any 
desired combination. 
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CHAPTER 10 

Three- and Four-Harness Krokbragd 


The three-harness weave offers splendid chances for striking color effects 
in step-like designs, Figure 59. This type of weave is known as Kro\bragd, 
or “crooked path,” and comes to us from Norway where it has been worked 
out in some unusual color effects. It is an ancient weave but one which will 
produce colorful surfaces of design suitable to modern decoration. In fact, 
the weaver who likes brilliant colors will glory in its daring color contrasts 
and ease of adding one color after another. The weaver should work like a 
painter, having at hand, ready for his “palette-shuttle,” a bountiful supply 
of yarns of many colors. The weave is versatile, and it takes but the 
imagination of the weaver to achieve very beautiful effects. 

TEXTURE AND DECORATIVE USE 

The texture of three-harness rugs is heavy and madike; in other words, 
it is a weft-face texture. The warp does not show, since the weft is packed 
down closely over it, with widely set warp threads to permit this. A lighter- 
weight weft is used than in the overshot technique of skipped spaces and bind- 
ing tabby, for the wefts push against each other closely and add up to a soft 
heavy texture, especially pleasing to walk on. Use these rugs where soft 
foot comfort is desired. Their angular designs with brilliant color shadings 
make them suitable for interiors of modern decorative trend. 

The weave may be adapted to other articles such as pillows, panels, purses, 
belts, chair-back sets, and table runners. For these a lighter-weight warp is 
used, such as 10/3 cotton or 16/2 linen set at 10 or 12 threads per inch, and 
a fine woolen filler. Germantown is excellent, used double for thicker effects. 
Cotton rug-weave yarn or cotton 4-strand filler may also be used. 

DESIGN AND COLOR 

This weave lends itself to designs of ascending and descending points of 
color, as well as triangular effects. One weft color replaces another; then 

105 



a second is added, a third, etc., until there is an ascending series of tones. 
The charm of the pattern depends upon the blending or contrasting of 
these tones. The design at H, Figure 59, shows two colors, that at I, three, 
and at /, four. The succession of the treadles is often a simple repeat of 
harness 1, then harness 2, then harness 3; but the steps are obtained by the 
changes of the color succession, as well as the treadling. One of the most 
fascinating techniques known is to shade from color to color while the 
foot plays more or less the same tune. While the weave is called “three- 
harness,” the same principle may be carried out in a four-harness plan. A 
threading for four-harness Krokbragd is given in C, Figure 59; and a finished 
rug in the four-harness type is shown in Figure 6, the rug in the background 
on the fireplace mantel. 

MATERIALS 

For rugs in three-harness weave use both warp and weft of good quality 
and durable texture, for this type of rug requires more time in weaving 
than many. It offers a splendid chance for colorful design in a weft-surface 
texture comparable to tapestry. 

For warp, use the stronger grades of carpet warp, size 4/4 or 5/3; if 
you use 8/4, double it. Linen 10/5 is always good to use. While the warp is 
completely covered, this type of rug should last a long time; therefore, an 
expensive weft must not be used with a weak warp. Since the warp is 
set far apart, if the rug should have a fringe, add ends of wool yarn like 
the weft at the rug ends, and tie these in suitable groupings. 

As for weft, rugs in three-harness weave are most effective when woven 
with soft heavy y^ns, preferably wool rug yarn or a good grade of cotton 
filler, or carefully cut waste ends of wool fabrics from carpet mills. Wool 
fill er is not only soft to the foot, but wears longer and is more soil resistant 
than cotton. In this weave especially, the lovely colors of wool rug yarn and its 
smooth texture produce effective rugs. In any one rug, use the same kind 
of weft throughout, such as all rayon, wool, or cotton, etc., and do not mix 
the wefts. 

WARP SETTINGS 

Heavy Texture; for heavy thick rugs 

Warp: 4/4 or 5/3 cotton warp, or 8/4 double; or 10/5 linen warp, set at 4 to 6 
per inch 

Weft: Heavy wool rug yarn or cotton 4-ply rug filler 

Medium Texture: for rugs of less weight or for wall hangings. 

Warp: 8/3 or 8/4 cotton warp; or 10/2 linen warp, set at 8 to 10 per inch. 

Weft: Medium-weight wool rug yarn, or Persian rug yarn, or Germantown 
yarn used double or triple, or cotton 3-ply rug-yarn, or rug-weave yarn. 
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Fig. 59 — Design motifs of three-harness weave or Krokbragd; 
draft for four-harness Krokbragd. 


EQUIPMENT 

To make a four-harness counterbalanced loom into a three-harness loom for 
threading the three-harness type, tie two harnesses together on the same 
beam so that they will move and act as one. Thread through one of them 
only. On a jack loom, any three harnesses can be used. 


METHOD OF THREADING KROKBRAGD (Fig. 59) 

Three-Harness Threading. There are two ways of threading — single or 
double points. 

1. Single points. A, Figure 59. Thread harnesses 1, 2, 3, 2, and repeat. 

2. Double points, B, Figure 59. Thread harnesses 1, 2, 1, 2, 3, 2, 3, 2, and 
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Four-Harness Threading 

3. Thread as reverse twill, C, Figure 59. Thread harnesses 1, 2, 3, 4, 3, 2, 
and repeat. 

TREADLE COMBINATIONS FOR 
THREE-HARNESS (Fig. 59) 

There are six treadle conbinations: Harnesses 1 alone, 2 alone, 3 alone, 

1 and 3 together, 1 and 2 together, 2 and 3 together. The tabby is harness 

2 alone, then harnesses 1-3 together. Repeat. Use this tabby for headings at 
ends of rugs. 

If a tie-up is preferred, prepare six treadles: Treadle 1, harness 1; treadle 2, 
harness 2; treadle 3, harness 3; treadle 4, harnesses 1-3; treadle 5, harnesses 
1-2; treadle 6, harnesses 2-3. 

For the various treadlings which make the columns and points shown, D to /, 
Figure 59, treadle as follows, finding the sections marked on the sketches. 
In all cases where two harnesses are used together, separate to single harnesses 
for closer-grained rug texture. For instance, at E, instead of harnesses 1-2, 
color (a); harness 3, color (b), treadle harness 1 alone, color (a); harness 2 
alone, color (a) ; and harness 3 alone, color (b). 

D. Three colors: (a), (b), (c): Weave harness 1 (a), harness 2 (b), 
harness 3 (c). Repeat. 

E. Two colors: Weave harnesses 1-2 (a), harness 3 (b). Repeat. 

F. Two colors: Weave harnesses 2-3 (a), harness 1 (b). Repeat. 

G. Repeat. Two colors: (a), (b): Weave harness 2 (a), then harnesses 
1-3 (b). 

H. Two colors: (a), (b): 

Section 1. Harnesses 1-2 (a), harness 3 (b). Repeat as desired. 

Section 2. Harness 1 (a), harnesses 2-3 (b). Repeat as desired. 

Section 3. Harnesses 1-2 (b), harness 3 (a). Repeat as desired. 

Section 4. Harness 1 (b), harnesses 2-3 (a). Repeat as desired. 

1. Three colors: (a), (b), (c): 

Section 1. Harnesses 1-2 (a), harness 3 (b). Repeat as desired. 

Section 2. Harness 1 (a), harnesses 2-3 (b). Repeat as desired. 

Section 3. Harnesses 1-2 (b), harness 3 (c). Repeat as desired. 

Section 4. Harness 1 (b), harnesses 2-3 (c). Repeat as desired. 

Section 5. Harnesses 1-2 (c), harness 3 (a). Repeat as desired. 

Section 6. Harness 1 (c), harnesses 2-3 (a). Repeat as desired. 

/. Four colors: (a), (b), (c), (d): 

This is the most effective of all the methods. Use contrasting colors. 

For a background single color at the beginning, weave tabby with (a) 
only: Harness 2 alone; then harnesses 1-3. Repeat as desired. Then add the 
second color (b), and weave as follows: 
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Section 1. Harness 1 (b), harness 2 (a), harness 3 (a). Repeat about % in. 
Omit the last harness 3 (a). Now reverse the colors, taking color (a) first. 
Section 2. Harness 3 (a); harness 1 (b); harness 2 (b). Repeat about 
% in. Add a third color (c). 

Section 3. Harness 1 (c), harness 3 (a), harness 2 (b). Repeat % in. 

Section 4. Harness 1 (c), harness 3 (b), harness 2 (b). Repeat % in. 

Section 5. Harness 3 (b), harness 1 (c), harness 2 (c). Repeat ^4 in. 

Add a fourth color (d). Omit the first color (a). From now on the three 

steps listed below represent a continuous repeat which may be carried out 
in any four colors: 

Section 6. Harness 1 (d), harness 3 (b), harness 2 (c). Repeat Vi in. 
Section 7. Harness 1 (d), harness 3 (c), harness 2 (c). Repeat about % in. 
Section 8. Harness 3 (c), harness 1 (d), harness 2 (d). Repeat about ^4 in. 
Add the next color. Repeat steps 6, 7, and 8, putting a new added color (e) 
where the former (d) was; and each color where the color of the previous 
letter was; i.e., put (e) in place of (d), (d) in place of (c), (c) in place of 
(b), (b) in place of (a), or take out. Keep adding colors thus, or reverse the 
colors. 

The same directions shown for the single-point draft of A, Figure 59, 
also apply to the double-point draft, 5. 

METHOD OF WEAVING FOUR-HARNESS 
KROKBRA6D 

Four-harness Krokbragd is quite similar to bound weaving and Indian 
saddle-blanket weave. The threading is reverse twill, and the weaving follows 
a consistent repeat of treadles, with change of color causing the desired 
effects. For materials, follow the same suggestions as for three-harness 
but set the warp at 6 to 8 per inch. No tabby is used, and the weft completely 
covers the warp, making a weft-surface fabric. Consult C, Figure 59, for 
threading. 

Four-Harness Treadling: 

Counterbalanced Loom: Treadle in succession harness 1 alone; harness 2; 
harness 3; harness 4. 

Jac\ Loom: Treadle in succession: harneses 2, 3, 4 together, harnesses 3, 4, 1, 
harnesses 4, 1, 2, and harnesses 1, 2, 3. 

SMALL ROSETTE WITHIN DIAMONDS 

One of the most attractive figures is obtained by treadling as follows: 
There are 12 rows in one repeat; three colors are used. Read each row from 
left to right. 
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Row Harnesses 1 


1 . 

2 . 

3. 

4. 

5. 

6 . 

7. 

8 . 

9. 

10 . 

11 . 

12 . 


Yellow 

Brown 

Brown 

Green 

Green 

Green 

Brown 

Brown 

Yellow 

Yellow 

Yellow 

Yellow 


2 

Yellow 

Yellow 

Brown 

Brown 

Green 

Brown 

Brown 

Yellow 

Yellow 

Brown 

Brown 

Brown 


3 

Brown 

Yellow 

Yellow 

Brown 

Brown 

Brown 

Yellow 

Yellow 

Brown 

Brown 

Green 

Brown 


4 

Brown 

Brown 

Yellow 

Yellow 

Yellow 

Yellow 

Yellow 

Brown 

Brown 

Green 

Green 

Green 









CHAPTER ly 

Indian Saddle-Blanket Rugs 

TEXTURE AND DECORATIVE USE 

An unusual and beautiful rug in two or more successive colors on a twill 
threading was created in this country by the American Indian. He wove it to 
secure a heavy mat surface for his saddle blankets. We now find this weave 
fascinating because of its mysterious color effects and useful because of its 
solid structure. Woven with cotton or wool rug yarn, it makes soft bedside 
rugs, floor runners for bungalows, seats for hard chairs or benches. 

DESIGN AND COLOR 

The four typical methods used for Indian saddle blankets, according to 
Gladys Reichardt, author of Navajo Shepherd and Weaver* are known as 
“It is Woven,” “Speckled,” “Twill,” and “Diamond.” One of the advantages 
of this type of weaving is its attractive balance of soft color blends. Two or 
more colors are used in even balance, so that no one color stands out above 
the rest. The resulting color blend is not only pleasing but practical as it 
can be used with many color schemes. See Figure 61 for the character of 
these textures. 

MATERIALS AND SETTING 

The warp must be set far enough apart to be covered, for this is a weft- 
face texture. For thick, firm rugs, use 8/4 or 5/3 carpet warp doubled, or 
single strands of 4/4 cotton or 10/5 linen set at 6 to 8 per inch. The best 
filler is wool rug yarn or Germantown wool doubled or tripled, cotton sub- 
stitutes, 3-ply rug yarn, or cotton rug-weave yarn. 

For less heavy mats and cushions, set 8/4 or 5/3 carpet warp at 10 singles 
per inch and weave with blanket wool or 4-strand cotton. 

• New York, N. Y.; J. J. Augustin, Publisher, 1936. 
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Fig. 61 — Rugs in Indian Saddle-Blanket weave with variations. 
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EQUIPMENT 


Indian saddle blankets were woven by the American Indian on warps 
stretched vertically between poles, and this arrangement served as his loom. 
To use this weave as a durable rug technique it is now necessary to have a 
sturdy four-harness floor loom with a large rug shuttle for each color of 
weft to be used. 

METHODS 

Blanket, “It is Woven.” In this, the threading is tabby, A, Figure 61, and 
the weave is of two colors, alternating. The two-harness threading is alternate 
harnesses 1 and 2, and the four-harness threading is harnesses 1, 2, 3, and 4. 
The effect of weaving vertical columns of color by using two colors in this 
way is to give a color blend. It is fine for rugs, mats, and blankets or for a 
section of weaving between other weaves. Weave harness 1 then harness 2 
alternately if threaded on a two-harness loom; and use a shuttle of the first 
color on harness 1, and a shuttle of the second color on harness 2. On a four- 
harness loom weave the first color on harnesses 1-3 and the second color 
on harnesses 2-4. 

Speckled Weave (B and C, Fig. 61). This threading is planned so that two 
adjacent threads on one harness alternate with two on the other harness. On 
a two-harness loom, the threading is as shown at B, Figure 61; on a four- 
harness, as at C. When woven as tabby with two alternating wefts, the effect 
is as shown in the development below B. For four-harness threading, weave 
harnesses 1-3, then 2-4. For two-harness threading, weave harness 1, then 
harness 2. The speckled effect is more pronounced with alternating colors. 

Twill “Zigzag” or “Braided” (D and E, Fig. 61). The threading is twill; 
the weaving is done with one or two, but preferably three successive colors. 
The final effect depends on interesting color combinations. 

The Weave (D, Fig: 61). The succession of treadling follows the same plan 
as for regular twill weaving. Three successive colors are used, always in the 
same order. The texture of the pattern, visible along diagonal lines, seems 
to be quite independent of the trend of the colored stripes of the design, which 
appear to go in the opposite direction. For instance, in the sketch at £>, the 
texture of the pattern goes from left to right as shown in the upward arrow, 
while the finished design appears in colored stripes going downward from 
right to left, as shown in the downward arrow. 

Reversing (E, Fig. 61). Both the colors and the treadling can be reversed. 
By following all columns through, the order of colors will reverse at * on 
following page from A, B, C to C, B, A. To reverse both treadling and colors, 
follow columns through to **, harnesses 1-2 A. To reverse, go backward 
from here, starting at bottom of next left column and reading upward: 4-1, B; 
3-4, C; 2-3, A; etc. See chart, top of page 114. Weave “twill-fashion.” 
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Harnesses 

Harnesses 

Harnesses 

Harnesses 

Harnesses 

Harnesses 

1-2 A 

1-2 B 

1-2 C 

*1-2 B 

##1-2 A 

1-2 C 

2-3 B 

2-3 C 

2-1 K 

2-3 A 

2-3 C 

2-3 B 

3-4 C 

3-4 A 

3-4 B 

3-4 C 

3-4 B 

3-4 A 

4-1 A 

4-1 B 

4-1 C 

4-1 B 

4-1 A 

4-1 C 

It takes 12 

rows for one 

complete round, up to 

*. Different effects are oh 


tained by changing colors only at * and continuing to end; or by reversing 
sequence also at 

Diamond (F and G, Fig. 61). In diamond, the weaving follows the same 
system as in “braided,” just described, but the threading, instead of being a 
straight twill, must be a reverse twill or a herringbone. The resulting weave 
zigzags both horizontally and vertically. F shows diamonds from Rose Path; 
G shows diamonds from herringbone or three twills. 

Although the diamond threading at F and G is different from the twill at 
D and E, the same weaving directions can be used for both. Applying the 
twill-fashion treadling given above for D and E to the drafts at F and G, 
the result is a texture of successive points. To produce the diamonds shown 
at F and G use the “ as-dr awn-in” method and reverse at points marked by 
circles in the drafts. 

Weaving “ as-dr awn-in” means to use the succession of harnesses in the 
draft as a guide when weaving. For instance, if twill is threaded right to 
left, harnesses 1, 2, 3, 4, 1, 2, 3, 4, etc., use combinations of two harnesses in 
succession, as harnesses 1-2, 2-3, 3-4, 4-1, i.e., “twill-fashion.” The same method 
is used for the reverse twill, harnesses 1, 2, 3, 4, 3, .2, 1, where one weaves 
harnesses 1-2, 2-3, 3-4, 2-3, 2-1, and repeats. At F in Figure 61 the 
draft reverses on the fifth note and becomes “Rose Path.” There treadling 
“as-drawn-in” would he harnesses 1-2, 2-3, 3-4, 4-1, 3-4, 2-3, 1-2; and repeat. 

Colors and Patterns. Three colors are used, as in “twill” or “braided,” 
chosen from typical Indian colors, such as red, gray, black, and white. The 
effect of 3-tiered stripes or diamonds depends upon the fact that the number 
of harness combinations possible is not a multiple of three; but the number 
of colors used is. For instance, the standard twill weave has four treadling 
combinations, harnesses 1-2, 2-3, 3-4, and 4-1, so that, in the “Saddle-Blanket 
Weave,” the use of an odd number of colors, such as three, with an even 
number of treadles, causes the colors to fall on different combinations after 
each round until all have been used. Then the succession starts all over 
again. The same colors must follow each other from start to finish, how- 
ever, such as: red, gray, black; red, gray, black, etc. If one reverses the 
succession of the harnesses, i.e., to harnesses 4-1, 3-4, 2-3, 1-2, the order 
of the colors must also be reversed, such as black, gray, red. Any twill 
variation may be used for the threading, as herringbone. Rose Path, or 
diamond. 
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PART V Kag Kugs 


CHAPTER jQ 

Rag Rugs 


There is something about rag rugs that captures the fancy. They indicate 
clean, crisp interiors, cheer and charm; they tell of the frugality of early 
days which unfolded in the creation of things both useful and beautiful. 
Whether we call them rag rugs, scatter rugs, or throw rugs, they fill the 
need for foot comfort in the American home at little expense. They are cheap, 
easy to keep clean, and replaceable with little effort. 

Rag rugs can be woven at home on the simplest loom. There are many 
other kinds of weaving, but rag-rug weaving is the easiest to understand and 
the cheapest to do. The investment of a rug loom is soon paid for and later 
becomes a money earner. Many a weaver in a single month has woven enough 
rugs from long hoarded bags of rags and stockings to pay for a loom. 

DECORATIVE USE 

Today, rag rugs are used more than ever before — in period homes or 
modern cottages, in living rooms or children’s nurseries, in bedrooms or 
bathrooms, on polished wood, tile, or linoleum floors; in fact, they appear in 
some form in most American homes. The secret of their perennial charm 
is that they offer such a chance for color harmony. They can be matched to 
any color scheme by using the tones of the room in the rag filler and adding 
border accents to match accessories. 

Certain rag textures are used as the basis for an entire decorative scheme, 
such as the lightweight rag textures woven hit-or-miss of narrow rags, and 
used for upholstered porch or game-room furniture. Pillows, too, and chair- 
back sets, footstools, and couch throws, when dressed in a lightweight rag-rug 
texture, appear both pleasingly quaint and practical. 

Many modern homemakers seek to decorate their homes in period furnish- 
ings and, whether they make or buy their own rugs, they cannot expect to 
find more suitable floor coverings than those woven of rags on a home loom, 
in the same way as were those of the period they duplicate. 
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Rag rugs fit well, too, into modern interiors, especially where light and 
color are desired — in dinette, kitchen, porch, or guest room. They serve to 
accent basic tones in cretonne or chintz drapes or chair covers. They can 
also act as a link between several disconnected colors, providing contrasts or 
blends of the tones in question. 


BASIC DESIGN SUGGESTIONS 

Rag-rug weaving is one of those things that began as necessity and ended as 
art. After mastering the rudiments of actual rugmaking, the weaver found 
adventure in creating designs. The different rags make exciting textures 
and the color changes can be intriguing, wrought either by placing weft 
color accents against backgrounds, weaving hit-and-miss sections, or again 
devising figures against a plain rug ground. And, while weft variations are 
numerous, there is almost as much chance for design variation in the warps. 
Some of the most attractive rugs show design in both warp and weft, appearing 
as gay plaids. 

While some types of design are best for certain weaving setups, there are 
no hard and fast rules. Every weaver has his own individual taste and may 
elaborate on given principles to suit himself; if the results are pleasing, that is 
reason enough for doing it that way. However, we have at our disposal a 
wealth of ideas evolved by creative American handweavers, past and present, 
who have combined color, form, and texture in outstanding ways. Observing 
their designs for rag rugs, we can design ours as follows. 

VERTICAL WARP STRIPES (Figs. 51, 52, 65, and 67) 

Plan stripes for the warp. Weave either with a plain one-color weft which 
makes vertical stripes show clearly, or use a hit-and-miss weft which partly 
covers the stripes which show through as vertical halftones. 

HORIZONTAL WEFT STRIPES (Figs. 41 and 68) 

Use a plain one-color warp, such as natural, gray, tan, black, white, or a 
color, and add variety and contrast with colored weft borders at the ends 
of the rug, or at intervals throughout the rug. 

STRIPES IN WARP AND WEFT; PLAIDS (Figs. 63, 65, and 70) 

Place intermittent stripes in the warp. Add accents of color in the weft 
at about the same intervals or with interesting breaks of space. The back- 
ground can be plain or of a soft mottled tone. Plaids provide nice designs with 
little effort; their color, especially in large rugs where there are joined strips, 
draws the eye away from the seams. This was the original idea of designing 
plaids in old Colonial carpets. 
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Fig. 63 — A rag rug lends charm to a fireplace. 


ADDING DESIGN DETAILS (Figs. 41 and 48) 

To give character and design appeal to a rag rug, regard the background 
as the foundation, and over this lay design motifs, such as laid-in figures, 
color tufts, or twisted wefts called arrows or bird wings or sea gulls flying. 
Both laid-in motifs and arrow borders are described in Chapter 9. Tapestry 
and laid-in methods. Chapters 8 and 11, also can be used to add such figures 
as diamonds, triangles, stepped or zigzag motifs, and blocks. Tapestry motifs 
should be simple to be effective. Since rug designs are before us so much of 
the time, too much detail becomes confusing. Work out all designs on 
graph paper first and simplify their outlines as much as possible. 

VERTICAL STRIPES IN DECORATION 

The easiest way to get design into a rug is to make a gaily striped warp, 
and weave with a plain weft. This appeals to beginners as the weft does not 
require frequent changing. Much can be said for the striped warp, especially 
valuable in rag rugs. 

Warps with stripes are excellent to use for hallway rugs, wall panels, or 
portieres. The finished rug will add height to low rooms. Use them whenever 
the weft material is drab to add life and interest to the rug or to achieve a 
multicolored fringe. 

WAYS TO DESIGN STRIPED WARPS (Fig. 65) 

The regulation carpet warp, 8/4-ply, comes in a range of many beautiful 
coIots dyed by the thread manufacturers. Plan to enjoy this extensive “palette” 
threading the warp roller with such colors as red and gold, blue, green and 
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brown, with a dash of black or white here and there to set off these colors. 
To make a successful threading plan, use colored crayons on paper, or wind 
your changing warp colors around a cardboard so as to see the proportions. 
Before beginning, be sure that the warp colors are fast. Test a small amount 
of warp by washing in soapy water. In weaving across striped warps, plan 
to use either a plain neutral weft to allow the vertical stripes to show; or 
several colors of weft to make plaids. 

RUG COLORS 

Rug colors are much lower in value than at first imagined, forming back- 
grounds for other room colors. Therefore, in planning rag-rug colors, place 
them beside other rugs on the floor and note the difference. If one uses 
fresh rags, the bright new materials will produce rugs quite a bit gayer in 
effect than the usual rug, and very desirable to enliven the bedroom, dinette, 
or kitchen. However, to obtain more modulated colors, choose old rags softened 
by use but not too worn. To make low-toned colors try washing and sunning 
materials to fade them. This serves to make them permanently fast as well 
as to give them more mellow tones. 

GOOD RUG SIZES 

While one of the chief advantages in making woven rugs is that they can 
be planned any length or width to fit into any space, there are certain 
accepted rug sizes. They are helpful when weaving rugs for sale. The usual 
proportions followed are: 24 x 36 in., 24 x 48 in., 27 x 42 in., 27 x 54 in., 
36 X 60 in., 36 x 72 in., and 50 x 72 in. 

EQUIPMENT AND MATERIALS 

Loom. A strong two- or four-harness loom is necessary for the rug direc- 
tions given in this section. The essential quality of a loom on which to weave 
rag rugs is its strength. Heavy rugs must be woven on a floor loom; table 
looms usually are not strong enough to weave more than lightweight mats. 

The cloth beam of a loom should be in such a position that it has plenty 
of space around it for winding the lengths of finished rag rugs, and there 
should be several rag shuttles for different colors of rags. The weaver should 
have a skein winder to wind skeins of dyed rags and a bobbin winder to 
wind weft for tabby portions at the ends of the rug or between the rag sections. 

Warp and Settings. It is generally conceded that carpet warp 8/4, 8/3, or 
5/3 set at 12 per inch makes a good texture. If set at 15 or 16, the warps are 
so close that the rug looks ridgey, hiding much of its color, and will not 
wear as long. At 12 per inch the warp and weft are fairly well balanced 
and the footwear is evenly distributed on both. When more color is desired, 
set at 10 per inch, but the rugs won’t be quite so durable. For very heavy 
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rugs use pairs of carpet warp at 6 to 8 pairs per inch or 4/4 cotton warp or 
linen warp 10/5 at 6 singles per inch. 

Shrinkage or “Take-Up.” All warps shrink somewhat during weaving. 
The finished length of a rug is definitely lessened by the take-up caused by 
the insertion of bulky filler. As much as 15 per cent of the length is lost. 
In planning rug lengths, add one-sixth of the finished length for waste. 

All rugs also shrink in width, becoming quite a bit narrower when taken 
off the loom than they were during weaving. The take-up depends on the 
weaver. A poor weaver often “pulls-in.” Normal take-up is about 1 in. in 24. 

Rag Wefts. Almost any kind of fabric can be used for filler. The final 
appearance of the rug depends upon how the rags are cut, handled, and 
combined. The width of the cut rag depends upon the weight of rug 
desired. Heavy wool suitings are cut as narrow as % to % in.; lightweight 
cottons, stockings, rayon or silk, from 1 to 4 in. wide. Twist a piece of the 
cut rag to see how thick it becomes and cut it wider or narrower accordingly. 
Rags twisted firmly to pencil size are right for medium-weight rugs. 

Cotton Rags. Cotton rags make attractive bedroom or niursery rugs, and 
are good for the kitchen or sun porch. Every housekeeper has plenty of 
discarded sheets, towels, cotton curtains, and aprons, and in a large family 
worn dress prints will be available and accumulate as fast as needed. If there 
are not enough used rags, buy cheap printed or plain material remnants at 
cotton sales or at a remnant counter. Slightly soiled goods can be obtained 
at bargain sales, and these materials can be washed. 

Wool Rags. Suits, coats, skirts, and jackets, and especially woolen blankets, 
make wonderful material for the best and warmest rugs. Since these materials 
may have dark color tones, use such rugs in living rooms, hallways, or formal 
bedrooms. The rugs will be serviceable and soft to the feet. Great care must 
be used in cutting rags to get the same heft for all kinds of materials used. 
Even the weight by cutting different materials different widths. Cut straight- 
way of the goods, preferably along its length; if cut diagonally, it will fray 
badly, especially in woolen cloth. 

Sweaters also can be used, but use them alone and do not combine them 
with regular smooth-woven wool cloth. Carefully cut sweater material will 
make a shaggy rug. The wool also can be unraveled and used for weaving in 
other ways. 

Sil^ and Rayon Rags. Silk or rayon rags make rugs of more delicate 
character, as well as scatter rugs, couch throws, bedside rugs, seat mats, 
and dainty rugs for guest rooms. Use a ruler to get the proper width when 
cutting silk rags, for they must be cut wide to get the required bulk. 
Lightweight silk rag mats are made with strips 14 to 1 in. wide. For these, 
set the warp a bit closer and use a mercerized warp such as Perle 5 or 10/3, 
or even 16-3 Egyptian cotton at 20 per inch. 
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Sill^ Stockings. All knit goods, stockings, and jersey underwear should be 
used alone and not combined with regular cloth because knitted material 
stretches more. Stockings may be cut in continuous strips, beginning at the 
top and cutting round and round; or they may be cut across their width 
into loops and the loops put together like so many rubber bands attached 
in a row. 


PREPARATION OF WARP MATERIAL 

Warping a Plain Warp. For a smooth beam-type loom, warp by the 
regular chain method using a warping board or a revolving warp cylinder, 
shown at A, Figure 8. If the warp is very wide, warp in two sections. 

For a sectional beam loom, use a warping creel. Place as many spools on the 
creel as desired for each 2 in. of warp. Warp 2 in. at a time. 


Warping Striped Warps: 

Method 1. On a Warping Frame. Wind colors consecutively. Plan a series 
of colors and proportions on graph paper. Let each square represent a certain 
number of warps. Carry the first color along until it changes. Tie on the 
next color at either the top or bottom peg, i.e., at the point of reversing; 
warp it the desired number of times; continue with the next color, etc. 

Method 2. Warping in Groups. If the design consists of wide stripes of 
colors such as 4 in. of red followed by 2 in. of white, etc., warp each color its 
required number of threads, chain off, and be ready with a clean frame for 
the next color. 

Method 3. On a Warping Creel. Use the sectional warping device and 
arrange the spools in the series desired, the most convenient being in repeats 
of 2, 4, or 6 in. Repeats of 2 in. make this method very fast and efficient. The 
spools will run along in the order desired on the creel such as 2 spools tan, 
6 brown, 2 yellow, 2 flame, 2 yellow, 4 tan, 6 brown (24 threads for 2 in. 
at 12 per inch). 

For stripes greater than 2 in. wide, plan a 4-in. stripe and warp in two 
2-in. sections as follows: Arrange the colors for 2 in. Warp every other 
section on the loom, i.e., warp 2 in., skip 2 in., warp 2 in., etc., across the 
loom. Then change the colors, and warp the sections between. Do this with 
a 6-m. stripe as well, warping in three 2-in. sections. Also warp borders of 
2 to 4 in. as described; then fill in the center of the rug with one color only 
from the creel. The creel provides an exact systematic way erf making warp 
stripes, and the warp tensions resulting are all the same, thus assuring a 
perfect rug texture. 
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PREPARATION OF WEFT MATERIAL 


Rules for Cutting (A, Fig. 64). Cutting is preferable to tearing, for it 
avoids frayed edges ■which impede progress. Cut the cloth parallel to the 
warp and selvage whenever possible, for warp is stronger than weft and the 
rags are stronger cut this way. Cut circular goods, such as stockings or 
jersey, round and round in a spiral, or slice off in loops and lock them 
together. To save time, cut new material or large pieces of cloth as at A. 
First fold the material across the width several times like a loose bolt; then 
slice off sections with a sharp scissors or a paper cutter. A, arrow. 

Rules for Tearing (B and C, Fig. 64). Some cloth can be torn without 
much fraying. It is faster than cutting, so test it. Furthermore, the usefulness 
of some rugs is not lessened by having a slightly rough texture. Always tear 
along the length of the cloth, parallel to the warp, as shown at B. It is 
better not to attempt to tear across materials, for warps are always fairly 
strong and wefts weaker. To tear rags quickly, fold the cloth lengthwise 
into two or three folds, and cut nicks in the cloth the desired distance apart 
as shown at C. Now tear through the gaps several strips at a time. 

Starting Rags on Shuttle. Form a slipknot over the shuttle prong, and 
start winding. The rag also can be slit at its end and slipped over the point 
of the shuttle. 

Joining Rags for Weaving (Fig. 64). Rag lengths measuring 4 yards and 
more do not need sewing. Wind them directly around the shuttle. For lengths 



Fig. 64 — Cutting and joining rags. 
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shorter than this, however, select the preferred method among several shown 
in Figure 64. 

Method 1. Piece rags together flat as shown in D. Lay the adjoining ends 
flat together, overlapping them 1 14 to 2 in. Stitch diagonally across the over- 
lapped part. If a sewing machine is used, do not cut the thread between 
stitchings, but run piece after piece right along. Tear the connecting thread 
later as indicated by the arrow, before winding strips into a ball. 

Method 2. The strips also can be pieced with one fold. Lay two ends 
together, overlapping 1% to 2 in. Fold them together lengthwise, and stitch 
diagonally across the overlapped part 
Method 3. Stitch with a double fold as shown in E. Lay the two ends 
together, overlapping 1% to 2 in., fold over once, then once again. Stitch 
lengthwise. This method is good for weak materials or those that might 
form bunches if not folded and flattened down with the stitching. 

Method 4. Piece together without sewing as shown in F to /. It is possible 
to put rag strips together without sewing; although this causes nubby joinings, 
these may be desirable. Moreover, lightweight rags joined in this way do not 
show much of a bulge. 

First, cut slits about 1 in. long at the ends of the rag strips, by folding over 
as at E, and cutting with scissors. Leave at least % in. between the slit and 
the rag end. Slip one end of a second rag through the slit of first rag, as at G. 
Then bring the end of the first piece around to be inserted through its own slit, 
as at H. Draw tight, as at 7. 

Method 5. Silk-stocking loops: To join silk stockings, cut off sections from 
the stockings 3 to 4 in. wide on a paper cutter or with sharp scissors. Put 
several dozen loops on your right arm, and loop them off gradually with the 
left hand to form a chain of loops. 

METHOD OF WEAVING 

Two-harness rag rugs are woven in plain weave. Four-harness rugs may be 
either plain weave or twill. The weaver sorts the colors and makes either hit- 
or-miss joinings of any color or design, or separates the colors into piles and 
sews together the same colors or shades. Wound into balls, the rags are ready 
for the rug shutde, and the weaver carries out his design plan on either a 
plain or striped warp. 

The following rules should be observed. 

Use Good Rags. Never use rags that are too badly soiled or too worn 
and old. There is no point in using inferior materials when time and effort 
are spent to make a rug of pleasing design. Firm rags that are washed 
clean and carefully cut go a long way toward producing a rug of quality. 

Plan the Rag Width. If the same weight of cloth is used throughout a 
rug, cut all strips the same width. If different weights of material are used, 
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cut the heavy strips narrower so that, when they are twisted between the 
fingers, they will make filler of the same heft as the wider strips of less weight. 

Rags for an average-weight rug should be cut into strips of such a width 
that when the rags are twisted tightly between the fingers they equal the 
diameter of a pencil. For heavier rugs, cut the strips wider; for lighter weight, 
narrower. This rule takes care of varying cloth weights. 

Cut on the Square. Always cut the cloth on the square across either warp 
or weft, not diagonally; if possible, cut lengthwise with the warp. 

Avoid Fabric Mixtures. It is best to use just one kind of fabric for any 
one rug. Cotton rags should be used with cotton only, silk with silk, wool 
with wool, jersey with jersey, synthetics with the same, because different 
kinds of fabrics stretch at different tensions, and rugs made of mixed fabrics 
pucker. This rule may be altered somewhat if a successive rhythm is used as, 
for instance, a row of wool followed by a row of cotton, and repeated through- 
out the rug. Successive rows of three kinds also can be used. The total texture 
in this case may remain fairly even, but to make sure, try out a sample length, 
washing and drying it. 

Allow for Weft Slack. In laying-in weft rows, always place the rags on 
a slant so that a little extra length is allowed for take-up when the beater 
packs the row. This helps made a good selvage. 

In weaving with silk stockings or jersey, allow even more slack for each 
row as the material is elastic and will shrink badly if this is not done. To 
allow for plenty of take-up, if the rug is very wide, slip the forefinger under 
the center of each row of filler, pushing it away from you in the shed, like 
the curve of a half circle. 

Cutting Versus Tearing. Cut rags prove easier to work with than torn 
ones, for the edges are smoother for sewing and weaving. The frayed threads 
of torn rags often get in the way. However, some materials may be torn 
and not cause any difl&culty, which may be determined by testing the material. 

PURPOSE OF RUG DIRECTIONS 

The following specific rug directions are given for two reasons: first, to 
guide weavers in making attractive warp plans and proportions of weft 
stripes with good color schemes; and second, to give those who are not 
weavers dimensions and designs for having their rugs woven by others. 
However, any weaver can get the general idea of the best designs from our 
directions and illustrations, and then create his own. 

EIGHT DESIGNS FOR STRIPED AND 
PLAID RAG RUGS (Fig. 65) 

1. ALTERNATE WARPS OR "PEPPER-AND-SALT" 

The very simplest stripe design possible consists of alternate light and 
dark threads. Since the effect here is similar to that achieved by mixing 
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pepper and salt, this design is called “pepper-and-salt.” Not only black and 
white, but any two contrasting colors may be used. When a very heavy 
weft might tend to cover single warps, warp two darks and two lights in 
succession, but thread through separate heddle eyes: harness 1, dark, another 
harness 1, dark; harness 2, light, harness 2, light, etc. The alternate single 
colors or alternate pairs of color in the warp may be crossed with alternate 
colors in the weft, giving a pebbly appearance; or they may be crossed with 
wider bands of weft stripes. The two-color warp also ties up into an attractive 
fringe. Figure 65, No. 1, illustrates this design. 

2. INTERMITTENT DARK AND LIGHT STRIPES 

Stripes planned at regular intervals can be woven with the same series of 
stripes in the weft, making checks or rectangles. A good rug design develops 
from weaving checks at the rug ends, but keeping the long center of one 
color weft only. This gives columns of warp color connecting the checked 
designs at the ends. For warp, choose two contrasting colors, a light and a 
dark; thread one of these for 2 to 3 in.; then the other for the same space. 
Continue alternating the same width of each color. Weave as lengthwise 
stripes, or make the same size stripes in the weft with two similar colors, 
producing a plaid. 

3. SYMMETRICALLY PLANNED WARP STRIPES 

Repeats of dark and light colors, or any group of blending colors separated 
by accents, make beautiful rugs. Be sure to choose a restful design with spaces 
well balanced. Either continue repeating this, or plan a warp with a definite 
center and the same design on both sides. Break wide stripes by introducing 
an accent color, or place this accent at reverse points. Often a stripe elsewhere 
in the room decoration will be a guide in planning the rug stripes. 

4. MOTTLED RUG WARPS 

Use all your leftovers of warp of any color whatsoever and mix them up 
without rhyme or reason. It will form a most interesting and restful allover 
mottled effect with bright spots at points. Weave with one color of weft or 
varied weft stripes. This makes an especially nice fringe as shown at B, 
Figure 65. 

5. WARPING A "RAINBOW" RUG-EQUAL 
BANDS OF MANY COLORS 

Odd lots of colored carpet warp can be used for a warp of even bands of 
color, each 2 in. wide: brown, ivory, gold, flame, gray, etc. It makes a 
beautiful rug. The colors can also be arranged in the succession of rainbow 
hues. Either repeat or reverse the succession. A modernistic design results 
from warp bands of xmeven widths. Weave as vertical stripes with one color 
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of weft, or as plaids, changing the weft colors. If the same succession of 
colors in the weft as in the warp is used, a lovely harrnony of many colored 
squares results. 

6. ASYMMETRICAL STRIPE REPEATS 

Some of our most interesting designs are asymmetrical. Choose a repeat of 
certain color proportions. Either continue repeating, or reverse. Very wide 
warp stripes in low colors can be accented by narrow ones in colors of stronger 
intensity. Even one single warp thread or a pair of warps in a very bright 
color adds life and sparkle to a rug. The asymmetrical stripes, too, are inter- 
esting in a tied fringe. 

7. TRANSITIONS BETWEEN WARP STRIPES 

A clever way to blend or join two contrasting stripes is to save a space 
between them in which to blend both. Take two colors, such as gold and 
brown, black and white, etc., and warp as adjacent bands but soften the 
break between them. Thread 2 in. of brown (b), then 1 in. of alternate gold 
and brown bands or single warps (b and g), then 2 in. of gold (g). The 
mottled stripe between them softens the break and forms a pleasant color 
tone. For a still closer transition, alternate single threads of each color for a 
space between the two strong colors. See the draft below. Figure 65, No. 7. 

8. PLAID RUGS 

In all of the above cases where there are definite stripes, the weft colors 
can be made to run in the same order and proportions and thus form plaids. 
Many carpets are woven as plaids, as shown in Figure 70. 

Plan a warp with bands of color, wide and narrow. For a true plaid, weave 
the very same distances and colors along the weft. Continue repeating. In 
repeating a succession of weft colors, it is a good idea to make a paper pattern 
of one of the repeats and lay this along all the repeats, to be sure each band 
measures exactly the same. 

TWO DESIRABLE TYPES OF COLONIAL 
RUGS (Figs. 66, 67) 

EARLY PROVINCIAL PLAID RUG (Fig. 66) 

The vivacious design of this rug in sharply contrasting colors would lend 
an air of cheer to any room. It is a traditional design and one which was 
very popular in Colonial days, the very earliest kind of rag rug or carpet 
made. It is an excellent design to combine with quaint antiques or to lighten 
up the rooms that are lived in most, the kitchen or breakfast nook. 

It can also be used in rooms with four-poster beds and old furniture. It is 
the all-purpose rug, woven in repeating bands of several colors of your choice, 
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Courtesy — Charles Gilbert Beetem Courtesy — Charles Gilbert Beetem 

Fig. 66 — Early provincial rug Fig. 67 — Color-blend rug in rag 

v/ith hit-and-miss borders. carpet style combining two tones. 

red, black, and white; or brown, tan, and blue against white with a touch of 
black for accent. Running down through the length of the rug on either 
side are two bright stripes of color about a foot apart — a traditional early 
American method of adding adornment. These stripes combine with the 
weft stripes to make plaids. 

Directions (Fig. 66 ) 

Size of Rug: 26 x 50 in. — finished size, 24 x 48 in. 

Colors: Red, white, gray, and black 

Threading Plan: Reading right to left across warp, top of rug photo, 
Figure 66 
5-in. white warp 
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2-in. striped bands (striped band consists of 8 green, 6 red, 5 tan, 6 red, 
8 green) 

12-in. white (center) 

2-in. striped bands 

5-in. white warp 

Weaving Plan: 

Heading; %-in. plain weave with carpet warp 

A. Light-colored band: 2 in. white 

B. Dark-colored mottled stripe: a repeating stripe 5 in- wide, as follows: 

5 rows bright red 

5 rows black or blue 

2 rows tan 

2 rows gray 

2 rows motded 

6 rows black 

Alternate A and B as far as desired. End with either A or B. 

COLOR-BLEND RUG — RAG-CARPET STYLE (Fig. 67) 

This rug is quite modern American in adaptation and may be appropri- 
ately used with modern furniture. The same warp stripes may be used for 
this as were used in the Early Provincial plaid rug. The rug is divided into 
wide weft bands of a neutral shade, more often tan or gray, alternating with 
wide color bands of green or dubonnet, henna, hunter’s green, old blue, rose, 
brown, and deep red. This same rug design, using sections of mottled rags in 
place of the wide dark bands, is shown in the fireplace rug. Figure 63. 

With a striped warp, these wide bands cause plaids. Still brighter color 
bands may edge and accent these weft stripes. For instance, if the large 
bands are wine against neutral, weave two stripes of bright yellow and blue 
against them; if the blue and tan, use red and yellow stripes between. 

Directions (See Fig. 67) 

Size of Rug: 26 x 50 in. — finished size, 24 x 48 in. 

Colors of Rug: Weft bands of dubonnet and ecru. 

Accents of green and yellow. 

Threading Plan: Same as Fig. 66 with side stripes. 

Weaving Plan: Weave a heading with carpet warp, tabby, % in. wide. 

First section, dark tone: 8-in. dubonnet 

Following first section, two narrow bands of color: 4 rows bright green, 
2 rows bright yellow. 

Second section, light tone: 8-in. ecru 

Following second section, two narrow bands of color: 4 rows bright 
green, 2 rows bright yellow 

Repeat as desired; end with first section. 
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Courtesy — Florence Balliett Courtesy — Detroit Handweavers Guild 

Fig. 68 — Rug of silk rags woven Fig. 69 — A folding exhibit screen 
on pattern threading. of panels woven with silk stockings. 


A FOLDING SCREEN OF SIX PANELS WOVEN RAG- 
RUG FASHION OF SILK STOCKINGS (Fig. 69) 

The materials of this screen, a project of the Detroit Handweavers' Guild, 
were donated by members who furnished rags of strong carpet warp in all 
colors and silk stockings cut in loops and linked together for the filler. The 
screen was used for exhibiting fabrics. 

A multiple-colored warp was made carrying two natural colored threads in 
each five. The other three varied according to the supply. This warp was set 1 
per dent in a 12-dent reed. The material was woven entirely in plain 2-harness 
weave. Metallic thread, some of it tarnished, was added at random. Texture 
was procured by loop joints, with added interest from the shaded nylons. 
The tightly stretched panels were laced with heavy brown thread over 
upholstery tacks on the side frames. 
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CHAPTER 10 

Magic Color in Rag Carpets 

ORIGIN OF THE HIT-AND-MISS CARPET 

Just as the French are famous for their scrupulous saving of left-over food 
and its reappearance in the soup de jour, so our early American ancestors 
are to be remembered for their meticulous care in saving scraps of material 
for everyday floor coverings. The long process of spinning a thread, dyeing it, 
and finally weaving it into cloth had not been long forgotten at the time 
the first rag carpets were made in this country. The women of those 
provincial times knew the value of each tiny piece of material and very 
carefully saved it for the local weaver to work into a carpet for the best 
room of the house. Since all kinds and colors of cloth were balled together 
by the housewife, the weaver was obliged to weave them more or less as 
they were given him with the result that the final effect was an allover pattern 
still known today as the “hit-and-miss” carpet. 

QUAINT RAG-CARPET TERMS 

The names given to some of the color combinations arc a reminder of 
historical events of that day. “Hit-and-Miss” seems to have been a collective 
term applied to all surface textures, but within this huge classification there 
was an attempt at certain designs, and we find a “Betsy Ross” carpet with 
stripes across the weft, a “Martha Washington” and “Mount Vernon” done in 
plaids, etc. In olden days, a large trade evolved from the making of the rag 
carpet, and this crept into the making and selling of standard types of hangings 
made from discarded silks from “milady’s” wardrobe. 

RAG MISCELLANY 

The way in which the rags for the carpets were prepared is a story in itself. 
Rag sewing bees were one of the most popular diversions of the day, and 
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in the summertime, hidden within vine-clad porches, a bevy of women, 
young and old, would be found sewing busily on all sorts of strips of textiles, 
afterward winding them into hard balls. Even little children helped gather 
rags, sort them, and hand them to the sewers. Anything and everything was 
put into the long trailing vine of rags, such as denim, gingham, corduroy, 
awning cloth, cretonne, flannel, silks, cottons, and wools. When several yards 
were completed, they were added to the roll; when several rolls were finished, 
they were sent to the weaver to be woven into rugs. Rag rugs and carpets 
captured the fancy of the folks of yore, and they were used everywhere in the 
home — for stairways, outdoor benches, or rush-seat chairs. The rag carpet 
was the large floor rug of the time, even in the finest homes. 

DESIGN EXPANSION 

As young America prospered, materials became more plentiful and the 
housewife became correspondingly selective. Then, instead of wrapping 
every color together, each color was balled separately so that the weaver had 
a better chance to express his own ideas by planning rugs that were more 
creative and individualistic. The chief design evolved during this Colonial 
period was the “crossbarred” carpet which replaced, to a great extent, the 
“hit-and-miss” technique. The warps still showed basic whites, tans, or ecru, 
but the weft colors crossed these neutral shades with bright stripes of varying 
dimensions which gave the rug its characteristic crossbars. 

Both the “hit-and-miss” and the “crossbarred” carpets were in wide use 
from the Canadian provinces to as far south as Georgia and Louisiana. Almost 
every household of even modest means displayed at least one carpet, and 
this was usually in the living room. Other floor decoration had to be con- 
fined to small rugs that helped to dispel the chill of bare boards. 

About 1750, a large emigration to the Great Smoky mountains of Kenmcky 
and Tennessee had already begun. The Appalachians too were beginning to 
feel the ax of the pioneers who had left the coastal plains of Virginia, Georgia, 
and the Carolinas to setde the promising and beautiful “West.” What was then 
the “West” is today considered the easternmost boundary of mountain ranges, 
but the hardships encountered in setding this country were just as great as 
if the wagons had been moving toward the Rockies. It is gready to the credit 
of our forebears that not only did they bring practical tools to their new 
life but the means for maintaining beauty as well. As a result, with these 
setders traveled the looms and spinning wheels which had served diem so 
faithfully in the homes from which they came. 

DOMESTIC CARPETS PROSPER 

The rag carpet prospered and did not change gready until approximately 
the year 1850. The use of wide colorful stripes in both warp and weft left 
little to be desired in the way of a decorative floor covering even though it 
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was a style bounded by simplicity. Then the advent of power machinery cast 
the modest rag rug into almost total oblivion, at least for a time. Elaborate 
yarn and rag-filled carpets graced the homes of farm and city dwellers alike. 
More than ever before, the carpet began to take its place as a common and 
necessary fixture of the home. 

If domestic carpets were now no longer a novelty, the imported variety 
certainly was. The wealthier families sought exclusiveness in foreign markets 
that offered a fancy assortment of expensive carpets as competition for our 
more modest yarn-filled coverings. These carpets were usually placed in the 
“most seen” rooms, either the living room, dining room, or master bedroom, 
while the familiar rag carpet still held sway in the rest of the house. But the 
foreign market was short-lived. About 1860, domestic manufacturers outpriced 
their competitors in Belgium, France, and Great Britain, and began to regain 
much of the trade they had previously lost. At this time also, what was 
known to many a Victorian parlor as the ingrain carpet came into style. 
Today it is considered “period,” if not definitely bad taste, and remains little 
more than an historic item in the annals of this country’s industrial progress. 
In sharp contrast to this is the lasting popularity of the original rag carpet 
which decorated the floors of the first settlers. It is loved today as it was then 
for its charm, its brilliance, and its practicality, and handweavers from Canada 
to Mexico still aim to create rag carpets for period rooms. 

Two beautiful examples of early nineteenth-century carpets are shown in 


Fig. 70- 
Colorful rag 
carpet 
woven in a 
convent on 
Isle d'Orleans 
near 
Ste. Anne 
de Beaupre, 
Canada. 
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Figure 51. In these, the warp is wool and the weft is coarse linen and jute. The 
warp is set close enough to cover the filler and to show up the lovely vertical 
stripes. 


ROOM-SIZE RAG RUG (Fig. 70 ) 

This beautiful room-siie rag rug or carpet was woven in a convent on the 
Isle d’Orleans near Ste. Anne de Beaupre. Its interesting warp design of green, 
lavender, and cerise, with an occasional bright yellow stripe, turns into a unique 
plaid when crossed with a silk-stocking weft in tan, yellow, and black. The 
warp used was somewhat finer than regular carpet warp, and may be dupli- 
cated very nearly with 10/3 mercerized cotton which comes in many colors. 
Choose any series of four good colors for a plaid in the proportions given below. 
Since the rug measures 60 in. wide and 80 in. long, divide it into two or 
three warp strips, of 20 or 30 in. wide each, always allowing 1 to 2 in. extra 
width for take-up. 

DIRECTIONS FOR RUG IN FIGURE 70 
Warp Plan 

Warp: 10/3 cotton in colors 
Weft: Rags, narrow strips of silk stockings 
Threads per Inch: 20 (8/4 carpet warp may be used at 15 to 16 
per inch.) 

Size of Rug: 60 by 80 in. 

Threading Plan 

(Warp colors: cerise or red, yellow, lavender or tan, green) 

Cerise, 10 in. 

Yellow, % in. 

Lavender, 3% in. 

Yellow, % in. 

Green, 10 in. 

Yellow, % in. 

Lavender, 3% in. 

Yellow, % in. 

Repeat all to width desired. 

Weaving Plan 

(Weft colors: tan rags or natural stockings; stockings or rags dyed black 
and yellow) 

Tan, or stocking color, 10 in. 

Yellow, % in. 

Black, 2 m. 

Yellow, % in. 

Repeat all to length desired. 
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WARP-FACE CARPET OF JUTE OR LINEN 
FOR TWO- OR FOUR-HARNESS LOOMS 

(Figs. 51 and 52) 

A durable type of rag carpet is shown in Figure 51. Carpets like this are 
made of rag filler woven through a closely set warp of jute or linen. Bright 
border stripes show up well against the tan or linen-colored center and sides. 
The color count of these stripes is given in Figure 52. 

This type of rug is one of the most durable. It was popular because of 
its practicality, for, with the closely set warp and the vertical design covering 
the filler, the weaver could use rags of any kind, dark or light, waste or 
otherwise. Warps can be of heavy 10/5 linen which comes in beautiful colors, 
or of heavy ply wools. Such carpets provide good uses for colorless rag 
fillers, and a wide range of colors in both linen and wool warps offers the 
rug designer a chance for the creation of effective vertical stripes. 

LARGE RUGS FROM SMALL PIECES - 
FOR TWO- OR FOUR-HARNESS LOOMS 

The dream of many a weaver is to make a coverlet. Still others are ambitious 
enough to plan a large floor rug. Many have succeeded in putting strips 
together in attractive ways, as shown in Figures 71, 72, and No. 1, Figure 94. 
Certain rug techniques are more suitable than others for this. Rug strips 
woven in Flossa, tapestry. Log Cabin, twill, or plain weave are all good. 
Two-block rugs lend themselves to joining together as the blocks alternate 
and the edges produce the same alternation. A very attractive exhibit rug 
was woven with stockings in blocks of blue, green, and natural on a sturdy 
table loom. This rug consisted entirely of strips of successive blocks. When the 
strips were joined, the blocks were made to alternate at the scams. The follow- 
ing rug is a good example. 

LARGE RUGS FROM NARROW STRIPS (Fig. 71) 

It is possible to make large rugs even if only a narrow floor loom is avail- 
able. The rug shown in A, Figure 71, was woven with tabby background and 
small floral designs laid in with narrow colored rags, the floral figures alter- 
nating with plain ones. It is similar in appearance to a hooked rug hut is 
made much more quickly. The rug is woven in narrow strips which are 
sewed together. Rugs of any size may be made this same way, but the loom 
must be strong so that the weft is packed down firmly. Steel or heavy wood 
looms should be used for this purpose. 

DESIGN POSSIBILITIES 

This rug of repeated design. A, B, C, Figure 71, has been chosen because 
of its simplicity. It is composed of design squares in a light color alternating 
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Fig. 71 — Plans for large rugs from narrow strips. Method of laying-in 
design blocks. 


with plain ones in a dark color. The squares are either left plain or have a 
simple Horal motif in the colors of the room. The background of the light 
squares is beige and the flowers are yellow, rose, lavender, or green, which 
are the predominating colors in the chintz of the room drapes. Squares of 
black or deep brown are stunning with laid-in figures of bright yellow, 
orange, pale green, etc. 

Designs may be woven against the background by any of the following 
four methods. All of them may be employed on a two-harness loom, or a 
four-harness loom threaded to weave plain weave. 

Method 1. The Flossa rug technique is used for the designs only, and the 
background spaces are woven of fine rags in plain weave. The design is 
woven in relief. Flossa bars are used for this part only, and the loops are 
clipped when finished. The Flossa loops may be cotton or wool yarn, with 
plain weave backgrotmd of rags, and the Flossa rug technique is quite 
similar in effect to the hooked-rug technique, although it is done with much 
more speed (Figs. 26 and 27). 

Method 2. The Indian Navajo tapestry method also may be used, Figures 
40 and 41. Work in simple center motifs with change of color. 

Method 3. The laid-in weave, Figures 43 and 46, is a simple way of 
adding design. 
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Method, 4. The imitation-tapestry method, Figure 45, can be used to make 
a simple, diagonal design, C, Figure 71. 

SUCCESSFUL DECORATIVE SCHEMES 

Two or more contrasting colors usually are employed in draperies, walls, 
and accessories; and the effect is enhanced when some article is introduced 
into the room which contains a combination o£ these colors. In the informal 
type of room, where scatter rugs are preferable to an allover rug, designs 
can be planned in the room colors. Let the two predominating colors of 
the room be combined in this rug of alternate squares. 

METHOD OF WEAVING STRIPS 

Weave separate strips from 1 to 2 ft. wide, and join them together for the 
large rug. Set up a warp 13 or 25 in. wide with carpet warp at 12 threads 
per inch. Plan the length of the warp for each strip according to the length 
of the rug to be made, plus 15 per cent of this length for take-up, plus 2 ft. 
extra, as 1 ft. is wasted at beginning and end of warp. 

As an example, for a finished strip 6 ft. long, make the warp 9 ft. long; 
for a 4-ft. strip, make the warp 7 ft. long, etc. However, if the cloth beam 
will hold more than one length, add only the strip length, such as 6 ft. plus 
shrinkage for each additional strip; the waste at the ends occurs only once 
for each series of strips. Again, if the cloth beam does not provide space for 
the winding up of one complete strip, plan to weave across the short width 
of rug, and sew strips crosswise together rather than lengthwise. 

Divide each strip into even squares. If the strip is 6 ft. long divide it into 
six even squares alternating dark and light; if 4 ft., into four even 1-ft. squares, 
dark and light. Weave 1 ft. of plain rags dark; the next foot neutral light, 
and then alternate these. Start the second strip neutral light; the next square 
dark; etc. Then, when the strips are sewed together, the same alternation will 
occur the other way. See sketch B, Figtore 71. 

For a very simple rug, make alternate light and dark woven squares with 
no design, as at B. The squares at C show a simple but effective interlocking 
of two weft colors by the imitation-tapestry method. Chapter 11. 

JOINING THE STRIPS (D, Fig. 71) 

Rug strips are best joined with the figure-of-eight stitch, D, Figure 71. 
Match the sides accurately. Tack the strips together at intervals with sewing 
thread all along the lengths, so that, in the final sewing, you will not stretch 
one panel more than the other. Sew with 2-ply linen, either in a neutral color 
or a shade to match the strips. If no linen is available, use a strong cotton 
twine or carpet warp double, and rim it through a waxer. It takes time to 
sew the strips together; therefore, a sewing cord should be used that will 
not wear out. 
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COMPLETE FLOOR COVERINGS FROM 
SETS OF RUGS (Fig. 72) 

A smart modern rug ensemble can be made to cover an entire room floor. 
Weave a set of rugs with or without borders. Plan them for a double purpose, 
either to use alone or to assemble in the shape of a large rectangle, as shown 
in Figure 72. Any one of the rugs can be used separately, and each rug can 
indeed be designed for a special purpose. 

Rugs, long and short, may be woven to surround a table or bed, or to be 
used on three sides of a fireplace. The dotted lines suggest a bed or table 
bordered with rugs in twill texture. 



Fig. 72 — Complete floor 
coverings from sets 
of ru^s. 
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PART VI Kugs With Visible Warp and 
Weft Zextures 


CHAPTER 20 

Twill and Herringbone Rugs 


From time immemorial, twill has been one of the most popular and practical 
weaves in the world. Folks like its texture of parallel diagonal lines, and the 
contrasting darks and lights of its warp and weft. It is durable, and the same 
setting woven as twill will last longer than when woven as tabby. Its ease of 
weaving delights the worker, for the design progresses rapidly with one 
swiftly flowing shutde, and time is saved by not having to change from 
pattern to tabby as in regular 4-harness overshot pattern weaving. 

TEXTURE AND DECORATIVE USE 

The twill technique acts somewhat as a connecting link between plain 
weave and pattern weave. Like plain weave it is a one-shuttle weave, but 
like pattern weave it forms a definite figuration of design. It uses four 
harnesses, but a twill threading also is readily woven as plain weave. 

Twill rugs have a texture with both warp and weft apparent. Usually more 
of the weft or filler shows, as this passes over two or more warps at a time 
instead of over single warps as in plain weave. The texture is smooth, the 
appearance of diagonal figure formations pleasing. 

Decoratively speaking, the rugs are quite suitable to modern interiors. 
Sections of twill surfaces can be so threaded as to show opposite diagonal lines 
when woven, forming pleasing lights and shadows. 

DESIGN AND COLOR 

Twill sells itself to the rug weaver for many reasons, such as ease of work- 
manship, speed of weaving, and intriguing striped pattern surfaces with 
diagonals, diamonds, crosses, and radiating lines. Reversing the treadlings for 
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Fig. 75 — Close-up of rug textures in Rose Path and twill. Rose Path unit: 
dark warp, light filler. Twill unit: dark warp with weft in alternate rows 
of black and white. 


straight twill will form vertical zigzags. Using a reverse twill in the draft 
results in horizontal zigzags and diamonds. The use of difFerent colors in 
succession will form the most unusual and beautiful shadings. A few of the 
many possibilities are given in Figures 75, 76, and 77. 

DESIGN VARIATIONS FOR TWILL AND 
HERRINGBONE RUGS (Fig. 76) 

Try the suggestions below; then start creating designs of your own. Detailed 
directions for these rug designs follow the listing. 

Straight Twill Rug, with no reverses. In rug No. 2, regard section A, 
one fourth of the sketch, as an entire rug. Simply thread as twill, harnesses 
1, 2, 3, 4, and repeat. 

One or Two Simple Reverses, rug No. 2, B and C. The twill lines can run 
across corners, B, or radiate from the center as in the small sketch, C. 

Goose-Eye Motifs Repeated, rug No. 1. Section D represents one repeat. 

Zigzag Design, rug No. 3. Twill threading, woven one way through E, 
reversed through F. 

Herringbone End Borders and Vertical Stripes, rug No. 4. G represents 
one repeat. 

Mottled Twill Textures, due to different treadlings possible instead of 
straight twill. Figure 75. 

Following are the detailed directions for these various twill effects as shown 
in the rugs of Figure 76. 

MATERIALS AND WARP SETTINGS 

Suggested Fillets. One weft only is required. This brings out the design 
formations and makes a firm texture without the use of tabby, which is 
rarely used. For this filler, cotton rug yarn is satisfactory; wocJ fug yarn 
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produces rugs of more pleasing textural surface; wool thrums is a reasonable 
but good material to use. If you use rags, be sure to cut them evenly. 
Chenille or rug-weave yarn, or any filler of fairly light weight, produces 
excellent twill bath mats. 

Warp Setting for Twill Threadings. For the most effective twill textures, 
set cotton carpet w^p 8/4, 8/3, or 5/3 at 10 or 12 threads per inch; cotton 
4/4 or linen 10/5 at 8 to 10 per inch. Cotton warps 8/4 and 8/3 may also 
be set at 15 or 16 per inch, since the filler usually passes over two warps 
at a time and sometimes over three leaving every fourth warp only showing. 
However, the more open setting, such as 10 to 12 per inch, shows the 
filler more attractively, as well as the trend of the diagonals. 

WEAVING DIRECTIONS FOR TWILL AND 
HERRINGBONE RUGS (Fig. 76) 

No. 1. Herringbone Threading, Woven as Goose-Eye 

Warp Setting: For a rug 30 in. wide, set 8/4 or 5/3 warp at 12 threads 
per inch; total threads, 360. This same number of threads will make a 
rug 36 in. wide if set at 10 threads per inch. 

Threading: *Harnesses 1, 2, 3, 4; repeat 15 times, 60 threads; change to 
harnesses 3, 2, 1, 4; repeat 15 times, 60 threads; total 120 threads. Repeat 
from the asterisk (*) 3 times, 360 threads. For a wider rug, repeat 
more times; for a narrower rug, repeat two times only. 

Weaving: *Repeat harnesses 1-2, 2-3, 3-4, 4-1, once each, for 8 to 10 in. 
Change to harnesses 3-4, 2-3, 1-2, 4-1, for the same space. Continue 
repeating from the asterisk (*) for the desired length of the rug. 


No. 2. Simple Reverses 

Warp Setting: For a rug 30 in. wide and 42 in. long, set carpet warp double 
of 4/4 cotton or 3/2 mercerized cotton or its equivalent in size; 
or linen warp 10/5 at 10 threads per inch; or for a rug 25 in. wide, 
cotton 8/4 or 8/5 at 12 threads per inch. Total of threads in either case, 
300. 

Threading of large rug, AB: Repeat harnesses 4, 3, 2, 1 for 150 threads. 
Reverse to harnesses 2, 3, 4, 1 for 150 threads; total, 300 threads. 

Weaving: Weave harnesses 3-4, 2-3, 1-2, 4-1 for 22 in.; then reverse to 
harnesses 1-2, 2-3, 3-4, 4-1 for the rest of the rug, 22 in. 

Small sketch, C, with radiating lines from the center: Thread the same 
as for rug No. 2. Weave harnesses 1-2, 2-3, 3-4, 4-1, to the center of the 
length; then reverse to harnesses 3-4, 2-3, 1-2, 4-1, for the rest of 
the rug. 
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No. 3. Zigzag Design 

Warp Setting: Set cotton warp 8/4, or 8/3 at 12 to 15 threads per inch; 
or cotton 4/4, or linen 10/5 at 10 threads per inch. Thread any number 
of times. 

Threading: Repeat harnesses 1, 2, 3, 4 for the entire warp to the desired 
width. 

Weaving: *Weave harnesses 1-2, 2-3, 3-4, 4-1 for 2 in.; reverse to harnesses 
3-4, 2-3, 1-2, 4-1 for 10 to 12 in. Repeat from the asterisk (*) to the 
desired length. Add harnesses 1-2, 2—3, 3—4, 4—1 for 2 in. 


No. 4. Herringbone End Borders and Vertical Stripes 
Warp Setting: For a rug 36 in. wide, set carpet warp 8/4 or 8/3 at 12 
threads per inch. Total threads, 433. For a rug 28y2 in. wide, set carpet 
warp at 15 threads per inch. Total threads, 425. 

Threading: 

T breads 


Selvage: 

Harnesses 4, 3, 2, 1. Repeat 2 times. 

Center: 

^Harnesses 4, 1, 4, 1, 4, 1, 4. 

Harnesses 1, 2, 3, 4. Repeat 15 times. 

Harnesses 1, 4, 1, 4, 1, 4, 1 

Harnesses 4, 3, 2, 1. Repeat 15 times. 

Total 


. 7 

. 60 

. 7 
. 

134 


8 


Repeat from the asterisk*, 134 threads, 3 times 402 


Add harnesses 4, 1, 4, 1, 4, 1, 4 7 

Selvage: 

Harnesses 1, 2, 3, 4. Repeat 2 times 8 


Total 425 

Weaving: 

Hem and Heading: 

2-in. tabby, using carpet warp: Harnesses 1-3, 2-4. Use cotton rug filler 
for the pattern rows. 

Border: 

Harnesses 4-1, 4 times. Tabby after each row. 

*Harnesses 1-2, 2-3, 3-4, 4-1, each once. Repeat these four rows from 
the asterisk (*) 5 to 10 times. No tabby necessary. 

Harnesses 4-1, 4 times. Tabby after each row. 

**Harnesses 3-4, 2-3, 1-2,. 4-1, each once. Repeat these four rows from 
the double asterisk (**) 5 to 10 times. 

No tabby necessary. 
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Center: 

Harnesses 4-L Repeat for the center as far as desired, with tabby after 
each row. For another effect, weave the center of the rug “on opposites.” 
Treadle any pattern combination, such as harnesses 1-2, and follow 
it with the opposite pair, 3-4, using rug yarn for each row, no tabby. 
Repeat throughout the center. 

Border: Same as above. 


TWILL AND HERRINGBONE AS CONNECTING 
LINKS (Fig. 77 ) 

Both twill and herringbone can be used for one or more repeats to form 
a break between larger pattern motifs, as shown in the rug in Figure 77. 
Here the oval figures similar to honeysuckle are separated from the border 
and the center by herringbone stripes. 

Threading Plan for a Twill and Diamond Rug. (Thread right to left.) 
Motifs are separated by brackets. 

Border at Right Side: Harnesses (1, 2, 3, 4, 1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 1, 
4, 1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 1, 4, 1) (4, 3, 2, 1, 4, 3, 2, 1, 2, 3, 4, 1, 2, 3, 4) 
(1, 2, 3, 2, 3, 2, 3, 4, 3, 4, 3, 2, 3, 4, 3, 4, 3, 2, 3, 2, 3, 2, 1) (4, 3, 2, 1, 2, 3, 4) 
(1, 2, 3, 2, 3, 2, 3, 4, 3, 4, 3, 2, 3, 4, 3, 4, 3, 2, 3, 2, 3, 2, 1) (4, 3, 2, 1, 4, 3, 
2, 1, 2, 3, 4, 1, 2, 3, 4). 

Center: (1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 3, 2, 3, 2, 1, 2, 1)* (4, 3, 2, 1, 4, 3, 2, 
1, 2, 3, 4, 1, 2, 3, 4). Repeat all of the center 4 times; the fifth time, repeat 
first motif only, to the asterisk *. 

Border at Left Side: Read the wide border backwards, i.e., from the end 
to the beginning. 

Weaving Plan. Note that most of the combinations occur for one row 
only, except for an occasional 3-4, 4 times. 

Headings: Harnesses 1-2, 2-3, 3-4, 4-1, 3-4, 2-3. (Directions are still 
more simple with the 6-treadle tie-up. See Figure 81 and weave treadles 
1, 2, 3, 4, 3, 2.) 

Border: Harnesses 1-2, 2-3 (3-4, 4 times) ; 2-3, 1-2, 4-1, 3-4, 2-3, 1-2, 2-3, 
3-4, 4-1, 1-2, 2-3 (3-4, 4 times) ; 2-3, 1-2. (Or, if using tie-up, treadles 
1, 2, [3, 4 times] ; 2, 1, 4, 3, 2, 1, 2, 3, 4, 1, 2, [3, 4 times] ; 2, 1.) 

Center: Same as the heading. Repeat to the length desired. 


TWILL AND HERRINGBONE AS BORDERS 

Both the straight twill and the reverse twill. Rose Path and herringbone, 
etc., make excellent borders for pattern rugs where a closely figured surface 
is desired to act as a background for a center of larger figures. A band of 
straight twill may form the outside edge. Then 4 or 5 inches from the 
edge this may be reversed to make a 2-in. strip of shadow running length- 
wise, changing again to form the rest of the border or the ground for a 
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Fig. 77. — Rug in herringbone 
variations. The attractive side 
borders of white nylon filler 
show up effectively against the 
dork brown warp. 

Courtesy — Florence Bolliett 



laid-in center. See Figure 76 for the interesting effects made possible by 
twill reverses. Here are some threadings which will prove useful for borders. 

Twill Reverses 

Threading Border: Harnesses 1, 2, 3, 4 (6 times); harnesses 3, 2, 1, 4, 
(4 times); harnesses 3, 2, 1, 2, 3, 4 (once); harnesses 1, 2, 3, 4 (2 times). 
Center of rug: Use the speckled weave, harnesses 2, 2, 4, 4, and repeat. 
Thread the border backward for the left side. 

Weaving: Harnesses 1-2, 2-3, 3-4, 4-1, and repeat. 

Herringbone Repeat 

Threading: Harnesses 1, 2, 3, 4, 1, 2, 3, 4, 1, 2, 3, 4, 3, 2, 1, 4, 3, 2, 1, 4, 3, 2; 
repeat all. Start the chosen pattern for the center of the rug with harness 1. 
Use short Overshot patterns of diamond character. 

Weaving Border: Harnesses 1-2, 2-3, 3-4, 4-1, and repeat. Center: Weave 
the center pattern such as diamond, “as-drawn-in.” 
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Diamond or Enlarged Herringbone in Blocks 

Threading: Harnesses 1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 1, 4, 1, 4, 3, 4, 3, 2, 3, 2; 
repeat all. Start the pattern for the center on harnesses 1, 2, 1, 2. This 
border may also be repeated to make an entire rug in the diamond 
pattern (see Diamond Rug, Fig. 79). 

Weaving: For the border at the base of the rug, weave harnesses 1-2, 
2 times; 2-3, 2 times; 3-4, 2 times; 4-1, 2 times; 3-4, 2 times; 2-3, 
2 times ; repeat as desired. For the center of the rug, weave “as-drawn-in” 
according to the threading throughout the center. A row of tabby 
follows each pattern row throughout the border and rug. The alternating 
tabbies are harnesses 1-3, 2-4. 

TWILL AND HERRINGBONE THREADINGS 
FOR RAG RUGS (Fig. 76) 

Rag rugs woven on a twill threading or any of its reverses are very 
attractive, for the texture of the weave lends character over all. Thread to 
any of the foregoing suggestions. The diamond threading in Figure 77 
will result in a rug quite similar to the rag rug in Figure 51. Twill, planned 
with reverses, results in a stunning rug such as that shown in No. 4, 
Figure 76. 

There are many ways to design twill rag rugs, and the threading is simple 
enough for anyone to handle. Make an outside vertical border any width, 
in plain weave or speckled basket weave, harnesses 1, 1, 2, 2, 3, 3, 4, 4; then 
add a straight twill center. Or, plan a twill border with a speckled center; 
or plan to use a repeated herringbone for the border, with a twill center, etc. 
Weave as twill: harnesses 1-2, 2-3, 3-4, 4-1; or reverse twill: harnesses 1-2, 
2-3, 3-4, 4-1, 3-4, 2-3, and repeat. 

WEAVING TWILL AND HERRINGBONE 
ON OPPOSITES 

Stunning modern textures grow out of the method, “on opposites.” Twill 
and herringbone especially yield beautiful rugs. Set the warps far apart, such 
as eight pairs per inch, so that the opposite wefts will sink down against 
each other and form the typical twill angles, but with striking accents derived 
by the opposite treadlings in a contrasting color. 

Weave: (Read left to right) 

Harnesses 1-2, 1st color, followed by harnesses 3-4, 2nd color. 

Harnesses 2-3, 1st color, followed by harnesses 4-1, 2nd color. 

Harnesses 3-4, 1st color, followed by harnesses 1-2, 2nd color. 

Harnesses 4-1, 1st color, followed by harnesses 2-3, 2nd color. 

Continue repeating. After establishing the rhythm of these successions, 
try changing to other colors Pr reversing the two colors, producing shaded 
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effects. See the rug woven in two alternating colors in Figure 75, twill in 
black and white. 

Bound Weaving. This weave produces a twill texture with successive 
color shadings. A twill or herringbone threading is set far apart in the 
reed, with carpet warp at 8 threads per inch. Two, three, or more colors 
are used, woven with the regular twill succession, harnesses 1-2, 2-3, 3-4, 4-1, 
or its reverse. Each row sinks down and binds the previous row, and the 
colors show up in diagonal formations. Effective series of colors are planned, 
such as brown, orange, and gold; or red, white, and blue; or shades of any 
color. For variation, the number of colors or their succession is changed. The 
method of weaving with several shuttles is shown in Figure 133. 

In bound weaving, as in weaving on opposites, the warp threads should be 
completely covered, and the mat surface resulting is especially pleasing in 
twill rugs. Very adaptable are the threadings of Indian Saddle Blanket Weave, 
Chapter 17, some forms of which are really bound weave. 

To be sure that the warp threads are covered, weave a small section as a 
try-out sample. If the warp shows, rethread to a wider setting. For instance, if 
your filler is fairly heavy, 4 pairs of carpet warp per inch or 4 heavy warps 
will give you a more satisfactory '‘Bound Weave” than 8 single warps. In this 
case you can rethread the 8 singles to 4 pairs per inch; or if your loom has 12 
warps per inch, rethread to 6 pairs. Rethread 15 singles to 5 groups of 3 warps 
each. In all these cases, the groups of two or three warps are regarded as a 
single thread. The whole group is threaded through a heddle and from there 
through the reed dent. Any twisting of the threads in groups will not show 
since the warp is covered. 
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CHAPTER 

Four-Harness Overshot Rugs 


This group of handwoven rugs has many desirable Colonial Overshot 
patterns worked out by Colonial weavers. They are easy to weave, and 
when you have woven one you will understand the principle involved in 
all. Here are some of the beautiful figurations from which to choose rug 
motifs: diamonds, stars and roses, circles, wheels, crosses, tables, and bow- 
knots. Countless patterns are shown in books on weaving and several 
successful rug patterns will be shown here. 

One nice thing about four-harness Overshot rug patterns is that coverlets 
may be woven to match in the same figures and forms. In fact, from these 
patterns complete room ensembles can be designed, such as pillows, drapes, 
runners, coverlets, and rugs. Moreover, many large Colonial Overshot coverlet 
patterns may be reduced to motifs of the same proportions, but fewer threads, 
to make rugs to match. 

While some modern weavers prefer methods with more closely bound 
filler than Overshot, experience has proven that the Overshot can be durable, 
useful, and beautiful. Rugs made by the following plans with limited Overshot 
spaces have lasted twenty years and are still strong, with unworn filler. 

TEXTURE AND DECORATIVE USE 

In weaving this type of rug, there are three distinct color values which 
contribute to their beauty of texture and usefulness in decoration: 

1. The Overshot itself, or the heavy weft yarn, reaching across the warp 
opening to make one span of the design; 

2. The “half tones” or small spots of color where the weft shows across short 
openings on each side of the Overshot; 

3. The “tabby” background texture of in-and-out weave; this plain weave 
sets off the design blocks, and the half tones act as a blend between Overshot 
and tabby. 

These textures contribute to an extensive and popular use of Overshot 
rugs in conventional and traditional settings, with the pattern for ming an 
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allover repeat. The main figure in pattern color is made to stand out clearly 
with a contrasting background, giving two strong colors to play with as well 
as a third half tone combining both. 

Overshot rugs look well in Colonial-period rooms but they also provide 
attractive design surfaces for modern rooms. An Overshot rug can combine 
the several colors of a decorative scheme and can serve as a basic back- 
ground to the color scheme. Once an Overshot rug type is chosen, its color 
even more than its design places it in the home. Low-keyed colors make it 
functional yet inconspicuous for the living room, library, or hall. The rug 
brings out the darker colors of the room, holding the colors together by its 
own color blends. 

A carefully planned color harmony can add a bright accent or two in 
rug borders, accessories, couch throws, and pillows. Pure colors of bright 
hue can make quite a different rug out of the same Overshot rug design. 
The Sunflower pattern, for instance, can be woven in low neutral tones for 
a large living-room rug, but may be reduced in size and woven in gay 
orange or flame for bedroom or nursery, and both are effective. Many of 
the patterns, such as the Cup-and-Saucer or Wheel of Fortune, Whig Rose, 
Chariot Wheel, Diamond, etc., are adaptable to almost any room in the 
home, with certain color limitations. 

DESIGN AND COLOR 

In Overshot rugs the colors arc more dominant than in other types, for 
the pattern filler shows entirely across open spaces of the design, unmodified 
by the warp. This is very different from Summer and Winter or Crackle 
weave where the warp ties down the filler every fourth thread. We, there- 
fore, get pure colors, and it is important to choose the color especially for the 
rug in question. More daring colors are used now than ever before, and 
the preferred can be selected, following the rule that whatever looks right is 
right. Gay colors also can be used, but they should be deeper than the colors 
of the room. 

Hundreds of Overshot patterns are shown in books on weaving, from 
which designs may be chosen. Their contours can be round or square. Both 
the designs and colors in these patterns are beautifully distributed and blended. 

In planning a design, a very important rule is not to have too long a skip 
in the Overshot itself, or the rug will not wear well. A skip should not be 
more than % in. Skips of 1 in. or more are a hazard both for catching the 
loop and wearing out this portion of the rug rapidly. 

FRINGE VERSUS HEM 

Overshot rugs as well as rag rugs may have either a hem or a fringe with 
a heading. The color of these is important. If the warp is white and the filler 
dark, be careful to modulate these finishes accordingly. 
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For a hem, weave 2 in., using one of the colors of the rug for the weft. 
Plan a hemmed end in corresponding tone to the rest of the rug. A weft of 
very dark color modulates a white warp, and a dark warp can be lightened 
with a white weft. A white rug-end against a dark rug ruins the effect because 
of its sharp contrasting line. Hem finishes are shown in Figure 129. 

For a fringe, leave 4 or more inches unwoven; then make a heading of plain 
weave for at least % in. Weave the same at the other end. When finished, tie 
several knots at intervals along the fringe temporarily so that they will not 
fray. A method of tying is shown in Figure 129. If a warp is white and the 
fringe itself stands out like a sore spot, dip it in dye to match some color 
in the rug. 

MATERIALS 

The most usual make-up of these rugs is a carpet warp of 8/4, 8/3, or 5/3 
cotton, white or colored, or 10/2 linen; a pattern filler of 3- or 4-ply cotton 
or wool, generally colored; and a tabby or binder like the warp or about 
the same size. 

Types of Filler. Several kinds of pattern weft can be used in Overshot 
pattern rugs. 

Commercial Rug Cotton Filler {Called Rug Yarn or Rugro), This is a 
soft 3- or 4-ply cotton produced in skeins in all colors, by commercial thread 
companies, about the size of a pencil when tighdy twisted. It makes excellent 
rugs that last many years, and if a good guaranteed grade is used the rugs will 
be fast to light and will wash well. The rugs should not be boiled or sent 
to the laundry; but they should be washed m a washing machine or by 
hand with soap and lukewarm water. A little lye put m the water will hold 
the color. A long soaking in suds, with very little machine washing, gives 
excellent results; moreover, it cuts washing time in half. 

Wool Rug Yarn. This is a 3- or 4-ply wool yarn spun to just the right 
tension to make a soft beautiful texture. It comes in a wide range of 
graduated colors. Although more expensive than cotton, rugs of wool last 
more than twice as long and well repay the investment. Wool is the material 
to buy for a truly beautiful rug. Wool rugs, too, demand a much higher 
price than cotton, if the rugs are made to be sold. 

Wool Filler. Some companies sell a knitted rug filler made of wool knitted 
into a chain either mottled or plain. Waste wool can be used in this way. It 
works up into a circular material that makes a beautiful springy fibrous 
rug. If you have much waste yarn, buy a tubular knitting gadget called 
“Hobby Knit” and make enough rug filler for a rug. Rugs made with this 
type filler are shown in Figures 46, 118, and 119. 

Unspun Wool. It is also possible to use carded wool, unspun, that lies flat 
in smooth strips. This takes dye readily and makes a rug soft and pleasant 
to walk on. Use in rugs of short Overshot, or Summer and Winter or Crackle, 
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where a frequent tie-down prevents their fraying or flufEng up. This type of 
rug makes an excellent bath mat, soft to the foot and absorbent. It is possible 
to get carded wool, to dye the same, and to use it for colored unspun filler. 
The Crackle rug shown in Figure 98 was woven this way. 

Wool or Cotton Rags. Wool rags from suitings, low in tone, can be suc- 
cessfully used for a pattern through brightly colored warps to lend them 
interest. The rags should all be about the same in color tone and type of cloth, 
otherwise the pattern figures will be broken by the color change. Cotton rags 
may be used, but for Overshot rugs with their rhythmic patterns the rags 
should be fairly plain and all of the same color. The design of the rug itself 
offers enough interest, without being interrupted by rags of mixed colors. Be 
sure too that the warp offers sufficient contrast to the rag color to make it 
stand out. Be sure to piece and cut carefully. 

EQUIPMENT 

A sturdy four-harness floor loom is necessary. The filler is carried by a 
heavy rug shuttle; the tabby by a throw shuttle. 

TRADITIONAL TIE-UP FOR OVERSHOT 
PATTERN RUGS 

Two types of tie-up arc used on looms having more than two harnesses: 
direct tie-up and indirect tie-up. 

Direct Tie-Up. In this tie-up, the harnesses are tied directly to the treadles, 
one to each treadle, and the weaver presses down the combinations he wishes, 
using both feet. He can make fourteen combinations: harnesses 1-2; 2-3; 3-4; 
4-1; 1, 2, 3, together; 2, 3, 4; 3, 4, 1; 4, 1, 2; 1 alone; 2 alone; 3 alone; 4 alone; 
and the two tabby treadlings, harnesses 1-3; and 2-4. This method is advan- 
tageous in working out original textures, and gives free leeway. Most looms 
are so constructed that three treadles can be covered at a time when neces- 
sary, by using both feet, and placing one foot across two treadles. 

Indirect Tie-Up. In this tie-up, the loom has intermediary bars called 
lams between the harnesses and the treadles. There are as many lams as there 
are harnesses, and each harness is tied to its respective lam which is placed 
under it and parallel to it. The number of harnesses desired is tied to a treadle, 
via its lam, so that each treadle contains a complete combination of two or 
three harnesses. The shed desired is obtained by pressing down one treadle 
only at a time. The method is advantageous in that one foot only is used for 
a treadling but it is limited because only as many combinations can be available 
as there are treadles; as a rule, there are six treadles. To obtain the other 
combinations the tie-up must be undone and another installed, again only 
six treadlings possible at a time. 

On looms of more than four harnesses, the indirect tie-up method must 
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be employed as the foot cannot cover the necessary treadles, and in this case 
more treadles are added accordingly. For four harnesses, however, the direct 
tie-up gives more liberty if the loom is adaptable. 

Regulation Six-Treadle Tie-Up. Following are the harness combinations 
most often used for the indirect tie-up, and the treadles which correspond to 
them. Use this chart for the following rugs and all rugs in this book, if the 
tie-up is not otherwise specified. Note that the treadle number is the same 
as the first number of the corresponding counterbalanced harness combina- 
tion, such as: harnesses 1-2, treadle 1, etc. This is simple to remember. 



Counterbalanced 

Jack^ 

Treadles 

Harnesses 


Harnesses 

1 

1-2 


3-4 

2 

2-3 

Pattern 

4-1 

3 

3-4 


1-2 

4 

4-1 


2-3 

5 

1-3 

Tabby 

2-A 

6 

2-4 


1-3 


Note: The directions given in this book, unless otherwise specified, are for 
counterbalanced looms. For jack looms, take the opposite two harnesses in 
each case — harnesses 3-4 instead of 1-2; harnesses 4-1 instead of 2-3; har- 
nesses 1-2 instead of 3-4; and harnesses 2-3 instead of 4-1. The tabby can 
remain the same as in counterbalanced, or be its opposite — either succes- 
sion is all right. 

WEAVING AS-DRAWN-IN 

While any of the harness combinations just given can be used and in any 
order and any number of times, there is an authentic way to weave a four- 
harness pattern which can be derived from the threading without any further 
directions or assistance. Divide the draft into its successive blocks with circles, 
and weave these circle combinations, passing from right to left on the draft 
(see draft for Wide Border Rug, Fig. 80). 

To discover the outlines of the separate circles, regard each block as having 
two harnesses, such as harnesses 1-4, first circle. Close this in up to the point 
where a new harness comes in, such as harness 3 in the next combination. 
The first circle ends between harnesses 4 and 3. The next combination is 
clearly seen to be harnesses 4, 3. Therefore, begin the circle enclosing harness 
4, and draw this circle around harnesses 4 and 3 until harness 2 comes in. Note 
that the two circles overlap. In patterns of this type, written with adjacent 
blocks in this way, there will always be an overlapping. Thus the first block 
is harnesses 4-1; the second block, harnesses 3-4; the third block, harnesses 
2-3, etc. 

When the entire pattern has been covered in this way, look at the first 
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block of four notes, harnesses 1, 4, 1, 4. Weave this with the pattern rows on 
the combination harnesses 4-1. In rugs, weave just about half as many times 
as there are notes in the block. For a 4-thread block of this kind, weave 
harnesses 4-1, twice; for a 5-thread block, see the third block, harnesses 2-3, 
weave two or three rows of the pattern; for a 6-thread block, three rows, etc. 
For a 2-thread block, weave once, or regard it as a transition between two 
larger blocks and do not weave at all. The 2-thread blocks can be omitted if 
desired in weaving rugs. Such a 2-thread block, harnesses 1-2, is shown 
several threads to the right of B, Figure 80. The tabby is disregarded in 
giving the count of the rows, but follows each pattern row if woven regularly. 

To make it still easier to follow the draft, which is called “weaving-as- 
drawn-in” or weaving as threaded, jot down the successive blocks and the 
number of times to weave them in a column. This has been done in many 
of the rugs in the following weaving directions. Variations have been made 
in some from the true succession for certain design effects. However, all 
the following patterns in this chapter can be woven according to their draft. 

WEAVING RUGS ON OPPOSITES 

Heavy four-harness rugs result from weaving “on opposites.” These are 
different from the regular Overshot pattern type. The tabby is omitted and 
each row of pattern filler is bound down with the next row of the same 
weight filler. In weaving “on opposites,” use the harness combination for 
the binding row which is opposite that of the former row. Thus, if the 
weaving is done on harnesses 1-2 this row is followed with harnesses 3-4. 
In weaving on opposites the same kind of pattern filler is often used for 
both rows if a heavy rug is desired. The binding or “opposite” row may 
also be in a yarn of less weight, or even carpet warp used double. The 
resulting weight of the rug, however, will be much less. The “Blue-Ribbon 
Honeysuckle Rug,” Figure 82, is woven in this manner. 

Following are the combinations for weaving “on opposites.” There are 
twelve regular harness combinations possible on a four-harness loom, in 
addition to the tabby on harnesses 1-3 and 2-4. 


Combinations 

Harnesses 1-2 
Harnesses 2-3 
Harnesses 3-4 
Harnesses 4-1 


Opposites 

Harnesses 3-4 
Harnesses 4-1 
Harnesses 1-2 
Harnesses 2-3 


Harnesses 1-2-3 together 
Harnesses 2-3-4 together 
Harnesses 3-4-1 together 
Harnesses 4-1-2 together 


Harness 4 alone 
Harness 1 alone 
Harness 2 alone 
Harness 3 alone 
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Harness 1 alone 
Harness 2 alone 
Harness 3 alone 
Harness 4 alone 


Harnesses 2-3-4 together 
Harnesses 3-4-1 together 
Harnesses 4-1-2 together 
Harnesses 1-2-3 together 


HOW TO WEAVE THE OPPOSITE BLOCKS 

This method does not prevent the repetition of a pattern combination 
to make a block, because the harness combination followed by its opposite 
is repeated and all the warp threads will be securely tied since one shed 
locks the other. For instance, repeat harnesses 1-2, followed by harnesses 3--4 
to make the 1-2 block. However, to show the outlines of the block effec- 
tively, choose a second color for the opposite or binding row. In planning 
a rug, choose two colors of good contrast or two quite different shades of 
the same color, and always use the second of the two colors for the binder 
or opposite row. Weave the rug with the usual succession of pattern blocks, 
but instead of tabby after each row substitute filler of the same or a little 
less weight than the pattern filler and weave this through on the opposite 
harness combination. Such a pattern would be woven as follows: 

Harnesses 1-2, blue; 3-4, white. Repeat these two rows to square the block. 

Harnesses 2-3, blue; 4-1, white. Repeat to square the block. 

Harnesses 3-4, blue; 1-2, white. Repeat to square the block. 

Harnesses 4-1, blue; 2-3, white. Repeat to square the block. 

Continue in whatever order your blocks occur. 

Three harnesses also can be used at a time followed by the opposite one 
harness; or one harness followed by the opposite three. However, precaution 
should be used to make sure that the particular pattern in question does 
not produce too long an Overshot when this is done. Using three against 
one is sometimes very effective for stronger color appearance on the side 
of longer pattern spans. 

In rugs, weaving on opposites is best applied to Overshot pattern weaves 
of short Overshot; but it may also be applied to Summer and Winter, 
using harnesses 1-3 against harnesses 2-4 and harnesses 2-3 against harnesses 
4-1. After only a few rows have been woven, a particular pattern can be 
recognized. Weaving on opposites can be used for new and interesting 
effects in Crackle Weave and Bronson, sometimes in combinations of two 
against two harnesses, again with one against three harnesses. In M’s and 
O’s rugs the weaving is also on opposites. 

DIRECTIONS FOR OVERSHOT PATTERN RUGS 

Figures 78 to 86 are good examples of Overshot pattern rugs. In each 
case, the draft and its effect when woven are given at the top of the pattern, 
and the directions for warping, threading, and weaving below the pattern. 
For other examples see Chapter 30 on rug borders. 
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Fig. 79 — The diamond rug, a 
favorite overshot pattern. 


Fig. 78— A striking four- 
harness overshot pattern in 
two colors, one color pre- 
dominant on each side. 

This is called the "Sunset" design. 


THE DIAMOND PATTERN (Fig. 79) 

Warp Plan 

Warp: 8/4 carpet warp or equivalent 

Weft: Pattern filler; rug yarn; tabby binder: like warp 

Threads per Inch: 12 

Width: 33 in., weaves down to 32 in. 

Total Threads: 399 


Threading Plan Threads 

Selvage: Harnesses 1, 2, 3, 4, (2 times) 8 

Pattern: Harnesses 1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 1, 4, 1, 4, 3, 4, 3, 2, 3, 2; 

20 threads (19 times) 380 

Add harnesses 1, 2, 1 3 

Selvage: Harnesses 4, 3, 2, 1, (2 times) 8 

Total Threads 399 
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Tie-Up 

Regulation 6-treadle tie-up, given in Figure 80, and described in this 
chapter. 

Weaving Plan 

Leave 4 in. unwoven for fringe. Weave a %-in. heading in tabby. Then 
start pattern rows, following each with a row of tabby. 

Weave harnesses 1-2, 2 times; harnesses 2-3, 2 times; harnesses 3-4, 2 times; 
harnesses 4-1, 2 times; harnesses 3-4, 2 times; harnesses 2-3, 2 times. 

Repeat these six combinations, twice each, 12 rows, throughout the rug. 
To foiish the rug after the last repeat, add harnesses 1-2, 2 times. For a 
smaller diamond, weave each group once only. 

WIDE-BORDER RUG (Fig. 80) 

This rug has a border 4/4 in. wide which completely surrounds a center 
of small diamond-shaped figures. It is equally effective as a single rug, 
bath mat, or long hall runner. It shows how the basic diamond figure can 
become an integral part of rugs with other design parts. 

WARP PLAN 

Same as for the preceding diamond pattern but with 22-in. width and 
263 threads. 
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Fig. 80 — • Rug with wide border. 


155 




THREADING PLAN 

Follow draft. Figure 80. 

Threads 

Selvage: 2 times 8 

Border: A-B, once 58 

Center: B-C, one repeat, 14 threads. Repeat 9 times 126 

Add C-D 5 

Thread border backward, B-A 58 

Thread selvage backward, 2 times 8 

Total 263 


Note: For a wider or narrower rug, repeat the center B to C more or 
fewer times. 

TIE-UP 

Regulation 6-treadle tie-up, given in Figure 80. 


WEAVING PLAN 

(Woven as drawn-in. Read down.) 



Border Continued: 

Twill End: Harnesses 

4-1 once 

2-3 twice 

4-1 twice 


1-2 once 

3-4 twice 

2-3 twice 


2-3 once 

2-3 twice 

4-1 twice 


3-4 once 

^ 3-4 twice 

2-3 twice 

Beginning of Border: 

4-1 twice 

2-3 twice 

4-1 twice 


3-4 twicc> 

3-4 twice 

*2-3 twice 



Repeat these 

six rows of the center 

Center of Rug: 

4-1 twice 

motif for 30 or more inches. Add 


1-2 once 

harnesses 4-1, twice; 1-2, once; 4-1 


4-1 twice 

f twice; then 

weave the border back- 


3-4 once 

ward, from the asterisk* to the be- 



ginning of the border. 


THE ROSETTE PATTERN (Fig. 81) 

This pattern makes a graceful rug design with its floral motif which may 
be woven either oval or all sides equidistant as shown here. Thread with 
carpet warp if heavy cotton rug yarn is used, or with toweling warp such 
as 10/4 or 10/3, or 16/4 for chenille or woolen ruglets of less weight. 

WARP PLAN 

Warp: Cotton 8/4, 8/3, or 10/3; or linen 20/2 

Weft: Pattern filler; For 8/4 warp, cotton rug yarn or thrums. For 10/3 
cotton or 20/2 linen, cotton rug-weave yarn or chenille. 
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Trs-l 2 3 4 6 6 


Fig 81 — The Rosette pattern 
makes a decorative rug. 


Tabby Binder: Same as warp 

Threads per Inch: 12 for 8/4; 15 for 10/3 

Width in Reed: 32% in. (12 per inch); 26 in. (15 per inch) 

Total Threads: 390 


THREADING PLAN 


Threads 

Selvage: 8 

Border: A-B, 22 threads, once 22 

Pattern: B-C, 88 threads, 4 times 352 


Border at left side is incorporated in pattern 
Selvage at Left: Same as right selvage . 
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Total Threads 


_8 

390 


TIE-UP 


As given in diagram. Figure 81. 

WEAVING PLAN 

Follow each row of pattern with a row of tabby, alternating harnesses 

1-3 and 2-4. 

For star e§ect, weave “ as-drawn-in” 

Border: 


’Number 

Harnesses of Repeats 

1-2 2 

4-1 4 

1-2 2 

4-1 4 

1-2 2 

Large Center 'Motif: 

Number 

Harnesses of Repeats 

2-3 2 

3-4 3 

1- 2 3 

2- 3 3 

3- 4 4 

2-3 2 

Center of Motif (3-4) 4 

2-3 2 

3^ 4 

2-3 3 

1- 2 3 

3^ 3 

2 - 3 2 

Between Motifs: 

1-2 2 

4- 1 4 

1-2 2 

4-1 4 

1-2 2 


Repeat the center as desired. The last part of the center used between 
the larger motifs is like the border, so no extra border is required at the end. 
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For rose e^ect shown in Figure 81, weave: 
Border: 


Number 

Harnesses of Fiepeats 

4-1 2 

1-2 4 

2 

1-2 4 

^1 2 

Large Center Motif: 

2- 3 2 

3- 4 2 

1-2 2 

3-4 2 

2- 3 4 

3- 4 2 

Center of Motif (2-3) 2 

3-4 2 

2- 3 4 

3- 4 2 

1-2 2 

3- 4 2 

2-3 2 

Between Motifs: 

4- 1 2 

1-2 4 

4-1 2 

1-2 4 

4-1 2 


WHIG-ROSE PATTERN FOR A 
BEDROOM RUG (Figs. 6 and 82) 

No American Colonial pattern is more loved or frequently used by hand- 
weavers than the Whig Rose. It is called “Methodist Wheel” in New England, 
the “Philadelphia Flower Pot” in Pennsylvania, and the “Whig Rose” in 
the South. The contour of the pattern is circular, with a large center rose 
and fotir smaller roses at the corners, all combining to form a wheel or 
circle. It is a quaint pattern which goes well with antique furnishings when 
used for rugs, coverlets, couch throws, pillows, etc. In Figure 6, both the 
rug on the floor and that on the rug rack are in the Whig-Rose pattern. 
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blue-Ribbon Honeysuckle Puq, with Van-colored Warp. 

Tie-up — One Complete Cepeal, A-b^ 40 Threads 


Trs I Z 3 4 0 6 








The Crosses (x) represent brown Warp Threads; Mumbers, Other Colors 


H.4 

M.3 

ElH.1 


Fig. 82 — Two decorative rug patterns. The Whig Rose: a rug with circular 
motifs. The Blue Ribbon Honeysuckle rug with varicolored warp. 


WARP PLAN 

Warp: Carpet warp, 8/4 or 5/3; or 10/2 linen 

Weft: Pattern filler: rug yarn. Tabby binder: same as warp 

Threads per Inch: 12 

Width: 2814 in., weaves to 26/4 in. 

Total Number of Threads: 341 


THREADING PLAN Threads 

Selvage: 4 

Border: A-B, 12 threads once 12 

Pattern: A~C, including the border, 102 threads 

Repeat A-C, 3 times 306 

After the last time, add C-D 3 

Border: Thread backward, i.e., B~A, onzt 12 

Left Selvage: D-E 4 

Total Threads 341 


TIE-UP 

Regulation 6'treadle tie-up given in Figure 82. 

WEAVING PLAN 

The pattern consists of the three units as follows: A border; B wheel 
consisting of small rose, large rose; small rose; C section between wheels. 
Start with the border, section A; continue with B and C, and repeat B 
followed by C throughout the rug. Finish with section B, followed directly 
by border A woven backward. Omit C the last time, as this leads on into 
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another wheel. For a rug 40 in. long, start with A; repeat B; then C, 3 times; 
finish with B; then border backward. 

Star-Fashion. The Whig-Rose rug on the floor in Figure 6 is woven 
star-fashion. 


(A) Border Motif: 


Harnesses 

Treadles 

Number 
of Repeats 

*1-2 

1 

2 

2-3 

2 

2 

3-4 

3 

2 

4-1 

4 

2 

Repeat from * once again. 

(B) Center Motif: 

Smcdl Rose: 


1-2 

1 

2 

2-3 

2 

2 

1-2 

1 

1 

2-3 

2 

2 

1-2 

1 

2 

Large Rose: 

4-1 

4 

4 

3-4 

3 

4 

4-1 

4 

1 

3-4 

3 

1 

4-1 

4 

1 

3-4 

3 

4 

4-1 

4 

4 

Small Rose: 

1-2 

1 

2 

2-3 

2 

2 

1-2 

1 

1 

2-3 

2 

2 

1-2 

1 

2 

(C) Motif in Between Circles: 


4-1 

4 

2 

3-4 

3 

2 

2-3 

2 

2 

1-2 

1 

2 

2-3 

2 

2 

3-4 

3 

2 

4-1 

4 

2 
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Rose Fashion. The rug on the rack in Figure 6 is woven rose fashion. 
To weave thus, with roses of rounded contours, change the harness combina- 
tions in the foregoing directions for B and C as follows: 

Change harnesses 1-2 to harnesses 2-3, but weave according to count for 
harnesses 1-2 at that place. For instance, at the beginning of the small rose, 
instead of harnesses 1-2, 2 times, weave harnesses 2-3, 2 times, etc. 

Change harnesses 2-3 to harnesses 1-2, but weave according to count for 
harnesses 2-3 at that place. 

Change harnesses 3-4 to harnesses 4-1, but weave according to count for 
harnesses 3-4 at that place. 

Change harnesses 4-1 to harnesses 3-4, but weave according to count for 
harnesses 4-1 at that place. 


BLUE-RIBBON HONEYSUCKLE RUG (Fig. 82) 

This rug was planned to show the attractive design of the familiar Honey- 
suckle pattern in a slightly different way. The changing warp colors com- 
bined with the characteristic weft design form a unique effect in which 
the interest is in a warp of several colors with the weft all of one color. 
The pattern is also woven on opposites, as described in this chapter. The 
originality of this rug won for it first prize in the Wisconsin State Fair. 

THE DRAFT 

See Figure 82. The crosses represent brown threads. The numbers represent 
the other colors chosen — yellow, tan, and green. 

WARP PLAN 

Warp: Carpet warp 8/4 in colors (brown, yellow, tan, green) 

Weft: Pattern filler: Cotton rug filler or a one-color rag weft evenly cut 
Tabby Binder: Lighter-weight yarn, such as 4-strand or carpet warp double 
Threads per Inch: 15 
Width in Reed: 29 in., weaves to 28 in. 


THREADING PLAN 

Follow draft of Figure 82, A-B, from right to left 
Meddles Needed: 

Harness 1 122 

Harness 2 HO 

Harness 3 99 

Harness 4 110 

Totd Number of Meddles and Threads: 441 

162 



Begin at A. One repeat of pattern, A-B, has 40 threads. Repeat 11 times. 
Follow the warp colors from the table of repeats. 

TABLE OF WARP COLORS AND REPEATS: 

First Repeat: 4 brown, 14 yellow, 5 brown, 14 yellow. End on harness 1, 
the fourth thread from the end of the pattern. 

Second Repeat: Start on harnesses 4, 3, 2, marked with crosses for brown, 
the last part of the first repeat. These 3 brown with 4 at beginning 
of pattern make 7 brown j then 14 green, 5 brown, 14 green. From now 
on, each repeat starts with 7 threads, 3 of these at the end of the last 
repeat, 4 of them at beginning of next repeat. 

Third Repeat: 7 brown, 14 tan, 5 brown, 14 tan. 

Fourth Repeat: 7 brown, 14 green, 5 brown, 14 green. 

Fifth Repeat: 7 brown, 14 tan, 5 brown, 14 tan. 

Sixth Repeat: 7 brown, 14 yellow, 5 brown, 14 yellow. This is the center 
of the warping plan; reverse from here. 

Seventh Repeat: Same as fifth; eighth repeat, same as fourth; ninth repeat, 
same as third; tenth repeat, same as second; eleventh repeat, same as first. 
Add 4 brown warps to finish the design, harnesses 4, 3, 2, plus an added 
harness 1. 

WEAVING PLAN 

The rug is woven “on opposites,” with heavy yarn such as rug yarn for a 
filler and a yarn like rug-weave yarn, lighter in weight for a binder on 
opposite harnesses, which takes the place of tabby. Since the color is in the 
warp, both filler and binder can be the same color, even neutral. For a very 
heavy rug, use a binder in the same material as the filler, i.e., regular rug 
yarn or the same size rags. 

The treadlings given are for a sinking shed on counterbalanced looms. For a 
rising shed on jack looms, mark the column of filler, binder, and the column 
of binder, filler, and weave accordingly. Weave the filler first, and follow 
it with its opposite treadling in the binder row, using rug-weave yarn, 4-strand 
cotton, or carpet warp doubled. 

Use two shuttles, one with heavier yarn, the filler, and the other with 
lighter-weight yarn, the binder. Leave 4 in. tmwoven for the fringe. 

Weave a /4-in, heading with carpet warp in the tabby, harnesses 1-3 and 2-4. 
Border: Read left to right 


Filler: 
Harnesses or 

Treadles 

Binder: 
Harnesses or 

Treadles 

Number of Repeats 

3-4 

3 

1-2 

1 

1 2 rows 

4-1 

4 

2-3 

2 

1 2 rows 

1-2 

1 

SA 

3 

1 2 rows 

2-3 

2 

4-1 

4 

1 2 rows 
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Repeat this section once more. 


Main Rug: 
3-4 

3 

1-2 

1 

3 

6 rows 

4-1 

4 

2-3 

2 

3 

6 rows 

1-2 

1 

3-4 

3 

3 

6 rows 

2-3 

2 

4-1 

4 

5 

10 rows 

3-4 

3 

1-2 

1 

1 

2 rows 

4-1 

4 

2-3 

2 

1 

2 rows 

3-4 

3 

1-2 

1 

1 

2 rows 

2-3 

2 

4-1 

4 

5 

10 rows 

1-2 

1 

3-4 

3 

3 

6 rows 

4-1 

4 

2-3 

2 

3 

6 rows 

3-4 

3 

1-2 

1 

3 

6 rows 

2-3 

2 

4-1 

4 

1 

2 rows 

1-2 

1 

3-4 

3 

1 

2 rows 

4-1 

4 

2-3 

2 

1 

2 rows 

3-4 

3 

1-2 

1 

1 

2 rows 

4-1 

4 

2-3 

2 

1 

2 rows 

1-2 

1 

3-4 

3 

1 

2 rows 

2-3 

2 

4-1 

4 

1 

2 rows 


Repeat the main rug section two times for the length of the rug. Finish 
by weaving the border in reverse two times. End the rug with six to eight 
rows of carpet warp, tabby, and leave 4 in. for the fringe. Finish the rug 
by tying simple rug fringe. 

LARGE CROSS AND TABLE RUG (Fig. 83) 

This rug plan with large crosses alternating with tables is a most satis- 
fying arrangement. It is quite suitable for living rooms, a man’s room, or 
hallways. The large crosses move directly into the square table figures. The 
pattern may be woven in bright, cheery colors. The development of this 
design will be interesting as the motifs unfold while weaving. This is a 
variation of a basic rug pattern in Foot-Power Loom Weaving by Edward 
F. Worst,* one of America’s weaving pioneers. 

WARP PLAN 

Warp: Carpet warp, 8/4 or equivalent 
We\t: Pattern filler, 3- or 4-ply rug yarn 
Tabby Binder: Same as warp 
Width of Warp: 28 in. 

Threads per Inch: 15 
Total Threads: 420 

^Milwaukee: The Bruce Publishing Company, 1924. 
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Tie-Up 
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BiE<iEiB^l4BBBB^lBBBHBHBHB^]BBBBBBBBBBBBBBBHBgBM 
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»I^■■>I^>T<BB^BBBnBBBBBBBBBnB^B^B^IB^BDBnBBBBBB 


1 23456 
Treadles 


Fig. 83 — Large cross and table rug plan. 
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THREADING PLAN 


Right Selvage 

Pattern: A-B, then B-C (154 threads). Repeat twice. . 

Pattern: A-B, once 

B-C, once only 

Left Selvage: C-D 

Total Threads 


Threads 

4 

, 308 
94 

, 10 
, _4 
420 


TIE-UP 

Regulation 6-treadle tie-up as in Figure 83. 
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WEAVING PLAN 

Leave 4" of warp for a fringe and weave a heading; or weave 2 in. for a 
hem. There are two ways of weaving the large cross and table rug. 

1. Weave the border or cross, then the center or table. Now alternate the 
border and center throughout the rug and finish with the border. This is 
the method shown in Figure 83, E, F, etc. 

2. Begin with the border. Then repeat the center only throughout the 
large portion of rug as desired. Finish the other end with the border. 

Border: Large cross shown in E, Figure 83. 




Humber 

Harnesses 

Treadles 

of Repeats 

2-3 

2 

4 

1-2 

1 

4 

4-1 

4 

4 

3-4 

3 

4 

4-1 

4 

4 

1-2 

1 

4 

3-4 

3 

2 

1-2 

1 

4 

3-4 

3 

2 

1-2 

1 

4 

4-1 

4 

4 

3-4 

3 

4 

4-1 

4 

4 

1-2 

1 

4 

Center of rug or table, shown 

in F, to be 

repeated as far as desired for 

method 2. Then add border woven backwards. 

Center F: 





Number 

Harnesses 

Treadles 

of Repeats 

2-3 

2 

4 

4-1 

4 

1 

For method 1, repeat these units 

six times. 

Then alternate the border and 

this repeated center as far as desired. End with border woven backward. 

ROSE AND STAR 

BEDROOM RUG WITH 

COLORED 

WARP 

(Fig. 84) 


A Rose-and-Star rug with attractive twill border makes a pleasing pattern 
with dark warp setting off a light filler. The reverse also may be used. This 
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particular rug was planned for the conservation of white rags, such as naight 
be obtained from sheeting, towels, and underwear. If the warp is in one of 
the colors of the bedroom or the bathroom, such as old rose, blue, wine, 
green, or lavender, the ejffect is pleasing, as the toned warp outlines the 
white figures. 

WARP PLAN 

Warp: Cotton carpet warp 8/4, or linen 10/2 in a color 

Weft: Pattern filler: White or light-colored rags 

Tabby Binder: Same as warp 

Threads per Inch: 12 

Width: 28 in.; weaves to 26 in. 

Total Threads: 333 


THREADING PLAN 


Threads 

Bight Selvage: Harnesses 1, 2, 3, 4 4 

Border: A-B, 12 threads. Repeat 4 times 48 

Pattern: B-C 115 

C-B, omitting repetition of C (harness 1) . . . 114 

Border: B-A, backward. Repeat 4 times 48 

Left Selvage: Harnesses 4, 3, 2, 1 4 

Total Threads 333 


TIE-UP 

Regulation tie-up: same as Figure 83. Treadle 1, harnesses 1-2; treadle 2, 
harnesses 2-3; treadle 3, harnesses 3-4; treadle 4, harnesses 4-1 
Tabby: Treadle 5, harnesses 1-3; treadle 6, harnesses 2 -^ 

WEAVING PLAN 

Use a row of tabby after each row of pattern 


Border: 



Humber 


Harnesses 

Treadles 

of Repeats 


1-2 

1 

2 


2-3 

2 

2 


3-4 

3 

2 


4-1 

4 

2 


Repeat these 4 rows 4 times — 16 rows 
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Main Pattern B border, 12 thcjs ASelv. 
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Main Pattern, b'C, 115 thds. 
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Rug Center: 
Motif A: 


Harnesses 

1-2 

2- 3 

3- 4 

4- 1 

3- 4 

4- 1 

3- 4 

4- 1 
3-4 
2-3 
1-2 


T readies 
1 
2 

3 

4 

3 

4 

3 

4 
3 
2 
1 


Number 
of Repeats 
3 
3 
3 
2 
1 
1 
1 
2 
3 
3 
3 
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Motif B: 


4-14 3 

3- 4 3 2 

4- 1 4 1 

3- 4 3 1 

4- 1 4 1 

3- 4 3 2 

4- 14 3 

Motif C or Center, 3 rows only on which to reverse pattern 

2-3 2 1 

1-2 1 1 

2-3 2 1 


For the complete rug, weave the border, then motifs A, B, A, C, A, B, A, 
and border backward. 

For a longer rug, weave the border; then alternate A and B motifs as desired; 
add A as the last motif; then weave the border backward. 

RUG WITH HANDSOME BORDER IN 
DOG-TRACKS PATTERN (Fig. 85) 

In planning rugs for simple repeat patterns like the Dog Tracks, design a 
wide border to add interest and charm to the whole effect. The diagram 
shows that the border is about one fourth of the rug width. This border, when 
woven, forms large tables at the four corners, and makes a very satisfactory 
rug. In designing objects with borders, let the border be subdued with 
emphasis on the pattern, or give the chief interest to the border and let 
the pattern take second place. Chapter 30 describes rug borders. 

WARP PLAN 

For a rug 30 in. wide 

Warp: Carpet warp 8/4, 8/3, or 5/3 

Weft: Pattern fiUer: rug yarn, cotton or wool 

Tabby Binder: Same as warp 

Threads per Inch: 15 

Width in Reed: 30% in. 

Total Number of Threads: 453 

Note: For a wider rug, add 55 threads for each extra pattern repeat. 

THREADING PLAN 

Follow each section in order from right to left. 

Threads 


Border: A~B 103 

Center Pattern: B-D, 55 threads. Repeat 4 times 220 

Last or fifth time, B-C only 27 
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Cenfer, 5"D — — border- A-b, \C6 tlids ~ ^ * 

^4.4x(l^ onca (9) I 6.7XC56) |0nce(6) |4.4x(l6)r 


■■^■^■^■■■■■■■^■■■■■■ ■■ ■■■HgBMgggBBBBBiHigl 

nBBggBBBilBBBnBBBilBllBHBIlBIIBBBBBilBilBilBilBilBBBill 


Cenier repeat, b"D^ 65 thds 


■RBnBBBBBBBflBllBnBBBBBBBOBnBnBnBnBBBBBBBnBn 


Fig. 85 — Rug with handsome border 
in Dog Tracks pattern. 


Border: A-B, left side 






Totd Threads 


TIE-UP 


Regulation S-treadle tie-up same as Figure 83. 


WEAVING PLAN 


Border: 


Harnesses Treadles of Re 
4-1 4 1 

1-2 1 1 

2- 3 2 1 

3- 4 3 1 

Repeat these four rows four times. 

4- 14 4 


Humber 
of Repeats 
1 
1 
1 
1 
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OG TRACKS RUG (Continued) 


Border Table: 



1-2 

1 

2 

2-3 

2 

2 

Repeat these four rows to square the corner. 

Add 1-2 

1 

2 

4-1 

4 

4 

*3-4 

3 

1 

2-3 

2 

1 

1-2 

1 

1 

4-1 

4 

1 

Repeat from 

* four times. 


Motif A: Center of Rug: 



2-3 

2 

3 or 4 

1-2 

1 

3 or 4 

2-3 

2 

3 or 4 

1-2 

1 

3 or 4 

2-3 

2 

3 or 4 

Motif B: 



3-4 

3 

3 or 4 

4-1 

4 

3 or 4 

3-4 

3 

3 or 4 

^1 

4 

3 or 4 

3-4 

3 

3 or 4 


Repeat A, then B, six times or more; finish the center of the rug with 
motif A once more. Weave the border backward. Each section, A and B, 
forms a dog track. If the tracks result in a form longer than a circle, reduce 
each combination to fewer repeats, either two or three times. 


Pattern bC, 196 Thread 


A' b, border 
- B l2Thds. AP-Sel. 






BS 




Pattern, b€, (cont.) 




an 


iPTH 


i 






L.5el. P Left border- C End of Pattern b C 






Fig. 86 — Draft for Wheel of Fortune rug in Figure 127. Use the regulation tie-up. 
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CHAPTER 22 

The Summer and Winter Weave 


Summer and Winter rugs are what their name implies. Planned for use 
throughout the year, they are woven with a light design on one side suggestive 
of the bright summertime and a corresponding dark on the other side, more 
suitable for winter weather. Figure 101 shows where the dark design areas 
of one side become light on the other. These rugs as reversible and therefore 
extremely useful. As shown in the Summer and Winter designs of Figures 
87 and 94, each of these rugs is composed of two color tones. If they were 
turned over, the side that is not seen would show light for dark and dark 
for light. The rug in Figure 96 displays its “winter” or dark side, while that 
in No. 4, Figure 94, has “summer” and “winter” sides quite evenly distributed. 
See also the two-harness Summer and Winter method in Figure 95. 

TEXTURE AND DECORATIVE USE 

This two-in-one technique can be useful for decorative purposes, and it is 
economical as well, for it really gives us two quite different rugs for the work 
of making one. Many of the two-block rug designs in this book may be 
woven as Summer and Winter. See especially Figures 54, 89, 91, 93, 94, and 96. 

Just as much can be said for the durability of Summer and Winter as for 
its beauty. The wise weaver uses it for articles subject to wear and tear such 
as seat mats, pillows, upholstery, coverlets, and, above all, rugs. It is one of 
our most durable rug forms. The texture can be heavy or light in weight, 
depending on the weft used, but it is always smooth and firm. In either case, 
the warp ties down the weft at every fourth thread and when correctly 
woven the texture of Summer and Winter appears as a diamond ground, E, 
Figure 88. 

DESIGN AND COLOR 

The modern home weaver makes good use of the two-color idea of 
Summer and Winter for charming design variations. An interior in dull 
subdued effects with the predominating blocks of the rug giving such tones 
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Fig. 87 — Summer and Winter bath 
mat with checkerboard center and 
two-block border. 


as olive, rich brown, or rust may be featured, and just by turning the rug 
over a brand new color scheme appears at a moment’s notice, showing the 
selfsame design spaces in gold or tangerine or flame. Contrasting textures 
can also be used to emphasize further the chameleonlike character of a 
Summer and Winter design. The warp and tabby always form one of the 
colors or textures, and the pattern threads the other. 

The threading is so planned that there is a tie-down of the warp by the 
weft threads at every fourth thread, and this continues across the entire 
width, no matter whether the design blocks are light or dark. This makes 
it possible to produce long spaces of color and design without any fear of 
too long an overshot, and there are no dangerous gaps or loops, an undesir- 
able and weakening feature in any textile. This frequent tie-down serves 
still another purpose; it enables the use of better threads for pattern weft 
with less danger of their wearing and rubbing, such as wool thrums, raytone, 
silk, boucl4 and chenille. 

MATERIALS 

The warp for Summer and Winter rugs is carpet warp 8/4, 8/3, or 5/3 
set at 12 to 16 per inch; or cotton 4/4 or linen 10/5 at 6 to 8 per inch. 
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The pattern weft for Summer and Winter can be wool or cotton rug 
yarn, or evenly cut wool mill ends. The tabby is the same as the warp. 

EQUIPMENT 

A four-harness floor loom is required for two-block Summer and Winter 
rugs. An extra harness is required for each additional block. A three-block 
design requires five harnesses; a four-block, six harnesses; etc. See Figure *101. 

METHOD: PLANNING DESIGNS FOR SUMMER 
AND WINTER 

Summer and Winter designs are planned in simple square or rectangular 
forms, quite adaptable to modern home decoration, while their traditional 
character suggests rugs and coverlets suitable for colonial interiors as well. 
In fact, this fascinating technique has a medium of design suitable to almost 
any type of home. 

The designs for four-harness Summer and Winter are composed of two 
alternating blocks and only two. They are known as Blocks A and B. See 
their most simple alternation at the top of Figure 88, where dark blocks 
occur in row 1 in squares 1, 2, 3; 7, 8, 9, etc,, and the light blocks alternate 
with these in row 2. All the blocks of this checkerboard rug design are equal. 


Short Draft 


987654321 


!owZ~ 
iw I 


Lo" 9 Draft 

J 


block 5 
block A 


H.4 

H3 

H.2 

H.I 


block A 


u 


Design in Short Draft 
I I I I I I I ijiipiibielk:] 




f r 


r 




mm 


blocks 

blockA 


D 


Above -long Draft of Same Design 
b elow- Weaving of Same Design 



Fig. 88 — How to expand a 
short Summer and Winter draft 
to a long draft. 
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Short or Profile Draft 



6'Tr4adle, Tie-Up for 2-bl.,4 H. Summer and Winter Pattern Above 
lu A I r vivi r ~igi ForTr. 1, Weave Us. 1*3 

^ 3 For Tr. Z, Weave Hs.2-3 

2 Fortr. 3, Weave Hs. 1-4 

TfJ 1 n F For Tr. 4, Weave 14s. Z-4 
Trs. .12 3 4 gg 1-Z (Tabbij) 

^ For Tr. b. Weave Us. 3-4 (Tabbij) 


Fig. 89 — Summer and Winter four-harness two-block technique. 
Short draft of a two-block pattern. 


each composed of three squares in the draft. Compare this to Figure 89, 
where the blocks are of different sizes, but they also alternate in successive 
rows. The same is true of the rug in the lower left-hand corner of Figure 96, 
where space contrasts show most effectively, very large ones alternating with 
much smaller ones. The rule is : Wherever a line occurs between design spaces 
in Summer and Winter, and a new square or oblong appears over the line, 
either vertically or horizontally, the blocks will change so that the alternate 
tone or color shows. 

How the A and B Blocks Arc Woven. Making Your Own Design (Figs. 
88, 89). Each of the two blocks consists of four warp threads only. A, B, and 




C, Figure 88. The A block or unit is threaded harnesses 1, 3, 2, 3, and the B 
block or unit which alternates with this, harnesses 1, 4, 2, 4. The entire pattern 
on a four-harness loom is worked out by using these two blocks only, and the 
designer may do just what he wishes with them — repeat one for a long 
space, interrupt it with the other, alternate both equally, make the rug 
predominantly one or the other, etc. Moreover, since four-harness Summer 
and Winter designs are composed of two alternating blocks only, they may 
be worked out on graph paper, using dark and light blocks as shown. Best 
of all, they are so easy to plan that any weaver can enjoy creating his or her 
own Summer and Winter design. 

There are two ways to go about it, either from a key diagram enlarged to 
a complete design, or from a complete design back to the key diagram. This 
diagram is necessary for threading. 

Method 1. From Key Diagram to Design. Mark off two rows on graph 
paper, like those shown in the design strips at the top and bottom of the 
pattern. Figure 89. Next, fill in certain spaces on the lower row, 1, used 
for the A blocks, and then fill in the spaces between these on the upper 
row, 2, used for the B blocks. Make other little plans in this way, and see 
which seems to be the best proportioned. Use a simple repeat like No. 1, 
Figure 94; or plan a center repeat with a slight change for the border, like 
Nos. 3 and 6, Figure 126. 

Such a design for a small bath mat or seat cushion is shown in Figure 89, 
short draft, top of sketch. To find out on paper how this will look when 
woven into cloth, mark off a similar two-row diagram vertically downward 
and at right angles to the other, as shown in the vertical draft at the right. 
Now connect the two diagrams by drawing lines vertically downward from 
the horizontal one, and straight across these from the vertical one. They 
cross each other at right angles, forming design spaces, square or rectangular, 
C, the final appearance of the design when woven. 

Method 2. From Completed Design to Key Diagram. Mark off on graph 
paper the kind of square-block design which you would like to see woven 
into cloth. Use alternate spaces, shading them alternately light and dark as 
in C, Figure 89. To get the key diagram or design profile for threading, 
mark off two horizontal rows of squares about V 2 in. below the complete 
design, as at D, Figure 89. Next project downward to these two rows, with 
dotted lines, all the vertical dividing lines of the design, as shown by the 
dotted lines. To get the A blocks for row 1, lay a ruler across the first filled-in 
row, at top, E, of the complete design, and duplicate the blocks of this row 
in row 1 of the key diagram. For the B row, look upward along the hori- 
zontal rows of the design to the first place where the blocks alternate. In 
this case it is the second row, F. Duplicate the blocks of this row along 
the squares of row 2 of the key diagram or design profile, D. 
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This small skeleton or draft, D, is known as the “profile” or “short draft” 
of the design. You will find a great deal of pleasure in working out block 
designs on graph paper, reducing them to design profiles and threading them 
to Summer and Winter in this way. 

How to Thread the Design of A and B Blocks. See the design in short 
draft and its long draft enlargement C, D, and E, Figure 88. For each small 
square on row 1 of block A, enlarge the threading to harnesses 1, 3, 2, 3; 
and for each small square on row 2 of block B, enlarge the threading to har- 
nesses 1, 4, 2, 4, C, Figure 88. The developed short draft is called the long 
draft, as shown in I), Figure 88. To thread a Summer and Winter pattern 
is simpler than an Overshot pattern, for all that is necessary is to follow the 
short draft or profile from right to left, replacing each A unit of the design 
profile with harnesses 1, 3, 2, 3; and each B unit with harnesses 1, 4, 2, 4, as 
shown in C, Figure 88. As an example, take the design profile at the top of 
Figure 89. It reads: right to left, block A, once, harnesses 1, 3, 2, 3; B once, 
harnesses 1, 4, 2, 4; A twice, harnesses 1, 3, 2, 3, 1, 3, 2, 3, etc. See D, Figure 
88, for the draft enlarged thus far. Continue thus, B, 8 times, etc., following 
draft. Figure 89. The blocks, woven in detail, are shown at E, Figure 88. 

How to Weave the Design of A and B Blocks. Summer and Winter also 
is easy to weave without directions, by reading each block of the profile 
from right to left, or developing the profile into its detailed threading, and 
weaving this as-drawn-in, D and E, Figure 88. This is written as the beginning 
of the long draft, as shown. Weave this long draft as-drawn-in. To do this, 
follow the curved arrows and weave each pair of threads connected by the 
arrows in succession: harnesses 1-3, 2-3, 2-3, 1-3; then harnesses 1-4, 2-4, 
2-4, 1-4; then harnesses 1-3, 2-3, 2-3, 1-3; then again harnesses 1-3, 2-3, 
2-3, 1-3; then harnesses * 1-4, 2-4, 2-4, 1-4. Repeat from the asterisk * 8 
times for 8 units on the B row, shown in the short draft above D. Continue 
with harnesses 1-3, 2-3, 2-3, 1-3, etc. Use a tabby between each pattern row. 

WEAVING FROM THE SHORT DRAFT 

This can all be formulated in a rule by noting that all A blocks are woven 
1-3, 2-3, 2-3, 1-3, and that all B blocks are woven 1-4, 2-4, 2-4, 1-4. 
Following this rule, weave directly from the profile, reading from right 
to left. Take this same draft. Figure 89, and weave the first dark block 
on row 1, harnesses 1-3, 2-3, 2-3, 1-3; then the next dark block on row 2, 
harnesses 1-4, 2-4, 2-4, 1-4, etc. It is very simple, each block showing which 
4 rows to weave. These are the pattern rows. A row of tabby binder 
follows each. 

TABBY OF SUMMER AND WINTER 

To find the tabby, consult the long draft. Figure 88. Note that either 
harness 1 or 2 comes at every other note. This means that if harnesses 1-2 
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are woven together it will make one tabby, and obviously the other tabby 
will be on all the notes between or on the other harnesses, 3 and 4. The 
tabby of Summer and Winter becomes, therefore, harnesses 1-2, then 3-4. 

Summer and Winter is usually woven with the tabby and begins with the 
1-2 tabby after the first row of each block, i.e., after the 1-3 or the 1-4. Hence, 
the complete weaving of the Summer and Winter blocks, using the tie-up 
of Figure 89, would be: 

A Bloc\: 

Harnesses 1-3 pattern treadle 1 followed by harnesses 1-2 tabby treadle 5 

Harnesses 2-3 pattern treadle 2 followed by harnesses 3-4 tabby treadle 6 

Harnesses 2-3 pattern treadle 2 followed by harnesses 1-2 tabby treadle 5 

Harnesses 1-3 pattern treadle 1 followed by harnesses 3-4 tabby treadle 6 

B Bloc\: 

Harnesses 1-4 pattern treadle 3 followed by harnesses 1-2 tabby treadle 5 

Harnesses 2-4 pattern treadle 4 followed by harnesses 3-4 tabby treadle 6 

Harnesses 2-4 pattern treadle 4 followed by harnesses 1—2 tabby treadle 5 

Harnesses 1-4 pattern treadle 3 followed by harnesses 3-4 tabby treadle 6 

These eight rows of either the A or B block represent their complete weaving. 
They are woven in the order in which they occur in the short draft. Figure 
89, top, reading right to left, or in the development of the short draft into 
the long draft, D, Figure 88, which finally results in the finished fabric 
design at C and G, Figure 89. 

SUMMER AND WINTER DIAMONDS 

Why the Pattern Makes a Tie-Down. Consult E, Figure 88, and see the 
weaving of a few blocks on paper. See the first horizontal row woven, har- 
nesses 1-3. This depresses all notes in the first block, harnesses 1, 3, 2, 3, except 
harness 2; it also depresses all notes in the second block except harnesses 2 and 
4. This is true all the way across the draft, so that harness 2, recurring at 
every fourth warp thread, becomes a tie-down when weaving harnesses 1-3. 
Likewise, when harnesses 2-3 are woven, it leaves harnesses 1 and 4 outstand- 
ing so that harness 1, every fourth thread, becomes a tie-down. Harness 4 
occurs at irregular intervals; hence it cannot be a tie-down. The same is 
true in the weaving of harnesses 1-4 and 2-4; the regular tie-downs are 
harnesses 1 and 2. 

Note how the pattern at E, Figure 88, seems to form little bricks as it 
proceeds row by row. This peculiar texture is characteristic of S umm er and 
Winter, forming minute diamonds which act as a background for the pattern 
blocks. However, to obtain these effective diamonds, known as the “true” 
Summer and Winter texture, always follow the first woven row of either 
block, i.e., harnesses 1-3 or 1-4 with the tabby on harnesses 1-2. If the 
wrong tabby is used, this effect is lost. 
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OTHER WAYS TO WEAVE SUMMER AND WINTER 

There are other ways to weave a Summer and Winter pattern, if the 
granular diamond texture is not desired. 

Weave in Pairs. The pattern rows will show up as closely formed pairs 
if the first row of each block, harnesses 1-3 or 1-^ are followed with the 
other tabby, harnesses 3-4, and kept on in regular alternation. 

Also weave in straight pairs, harnesses 1-3, 2 times (each followed by 
tabby); harnesses 2-3, 2 times, with tabby, and repeat thus, changing over 
to harnesses 1-4, 2 times, and harnesses 2-4, 2 times when desired- For 
example, one complete pair is woven: harnesses 1-3, tabby 1-2, harnesses 
1-3, tabby 3-A; then harnesses 2-3, tabby 1-2, harnesses 2-3, tabby 3-4; 
alternate thus. 

Weave on Opposites Without Tabby. This gives a mottled texture. Weave 
harnesses 1-3, 2-^, each with pattern filler, and repeat. Tabby may be omitted 
as these combinations bind each other. 

Weave Columns With Tabby. This makes a rather effective texture. 

a) Weave harnesses 1-3, 2-3, 1-4, 2-4, pattern, each row followed by 
tabby, and repeat. This forms columns of the same color. 

b) Weave harnesses 1-3, 2-3 (first color); harnesses 1-4, 2-4 (second 
color), each row followed by tabby. This forms alternate columns of dif- 
ferent color. 

Weave as Twill. Weave harnesses 1-2, 2-3, 3-4, 4-1. No tabby is required. 
Keep repeating. This forms a very interesting textural effect. 

TIE-UP OF SUMMER AND WINTER 

The tie-up for Summer and Winter is shown in Figure 89, below the 
design profile. The tie-up for a five-harness rug is shown at D, Figxire 104. 
A direct tie-up also can be used with one harness to each treadle, as at F, 
Figure 104, with an additional harness 2 and harness 1 for the tabby. In 
weaving a block, in the latter tie-up, put down two treadles at a time, i.e., 
for the A block, treadles 1 and 3; treadles 2 and 3; treadles 2 and 3; and 
treadles 1 and 3, etc. This method is helpful when there are not enough 
treadles to tie the four combinations required for each block. 

Summer and Winter can be woven with equal ease on counterbalanced or 
jack looms. See the 6-treadle tie-up of Figure 89 for counterbalanced looms. 

On a jack loom, change treadle 1 to harnesses 2-4 instead of harnesses 1-3. 

treadle 2 to harnesses 4-1 instead of harnesses 2-3. 
treadle 3 to harnesses 2-3 instead of harnesses 1-4. 
treadle 4 to harnesses 1-3 instead of harnesses 2-4. 
Tabby (a) to harnesses 3-4 instead of harnesses 1-2. 
Tabby (b) to harnesses 1-2 instead of harnesses 3-4. 
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CHAPTER 

Checkerboard Rugs 


CHARACTER AND TEXTURE 

Checkerboard rugs are what the name implies, that is, rugs made in a 
block design of light and dark squares, all equal. Though one of the simplest 
types, these rugs are very effective with their gay contrasting colors and 
can be used almost anywhere. For the restful and simple check design shown 
in Figure 90, the weaver can choose between many pleasing loom techniques, 
all of which are constructed on the 2-block prmciple and can easily be 
arranged to weave into a rug surface of alternating light and dark squares. 
Moreover there are checkerboard rugs for both the amateur and advanced 
weaver, for the simple block-design principle can be adapted to two-, four-, 
and eight-harness looms. Among the two-harness types there are the familiar 
Log-Cabin or “Basket” weave. Figures 54 and 90; two-harness Monk’s Belt, 
Figure 52; and a simple 2-block arrangement that resembles the four-harness 
Summer and Winter, and which we shall call two-harness Imitation Summer 
and Winter, Figure 95. Among the four-harness types, there are Mattor, 
Figures 55 and 56; Summer and Winter, Figures 87 and 96; Monk’s Belt, 
Figure 91; M’s and O’s, Figures 93 and 96; African Vogue, Figures 91 and 
97 ; Bronson, Figures 92 and 96; and Honeycomb, Figure 91 ; and for those who 
have multiharness looms, the six- and eight-harness twills can both be arranged 
in two alternating blocks; and two-color eight-harness double weave makes 
an exciting 2-block rug. Figures 91 and 102. 

DESIGN AND COLOR 

The checkerboard design meets a need for the simple and practical rug. 
The many linoleum and tile patterns used in modern homes show what 
good use has been made of the block system by designers of floor coverings. 
This chapter shows how dark and light blocks of the same size may alternate 
checkerboard fashion and Chapter 24 shows the great variety of forms possible 
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when the blocks are broken up into larger and smaller units providing inter- 
esting border and center proportions. 

Design a hall rug or a rug for a game room in any of the techniques 
described in this chapter. The colors you choose for warp and filler determine 
the contrast between the blocks. Good color combinations are brown and 
gold, green and gray, black and white, blue and ivory, rust and yellow, aqua- 
and henna, cream and dubonnet. 

DECORATIVE USE 

Since checkerboard rugs combine two colors and textures, one can readily 
see how desirable they can be for kitchens and dinettes. For the same reason, 
as well as because of their simple structure, they fit into boys’ rooms and 
recreation rooms. In fact they are very useful and practical in many places, 
with sizes of blocks and colors varied to suit the decorative mood. For 
living rooms and hallways, dark colors or shades of a color are appropriate 
with the blocks fairly large; for hallways, choose colors that will bring 
life and light into a shadowed spot. Wherever 2-block rugs are used, they 
can be planned to pick up the color notes in the rest of the room. 

MATERIALS AND EQUIPMENT 

The equipment for these rugs varies from two- to eight-harness looms, de- 
pending on the method chosen. Since the checkerboard category of rugs covers 
so many different techniques, and since we shall only briefly describe how 
to adapt them to the checkerboard 2-block system in this chapter, it would 
be well for the weaver to look up more detailed directions for the materials 
and method used for each type in the chapter which explains it more fully. 

VARIATIONS OF CHECKERBOARD RUGS 

Checkerboard rugs in the design of Figures 90, 91, and 92 may be woven 
in two- or four-harness Log Cabin, Mattor, M’s and O’s, Summer and Winter, 



Fig. 90 — Log Cabin checkerboard 
rug, woven with jute on a rust 
and cream warp. 
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Bronson, African Vogue, Honeycomb, and 2-block eight-harness. For each 
draft, make the (a) and (b) blocks of that technique the desired size, and 
of equal size; then alternate them and end with the (a) block. A few sug- 
gestions for the size of the blocks are given in the following directions. Some 
are woven with rug yarn without tabby; others require a tabby binder. 
These blocks, when written in print, read from left to right, but in threading, 
thread the succession given from right to left on your loom as usual. 

The chief thing to remember in designing rugs in any of the techniques 
given here is to know the texture with which you are working. If there 
are frequent tie-downs of the filler by the warp, the pattern blocks can be 
any size, such as in Summer and Winter and Crackle. Log Cabin can have 
blocks of any size, because its structure is entirely plain weave; eight-harness 
twill blocks can be any size because the structure of the weave is twill. In 
African Vogue, since all harnesses occur in each block and since there are no 
long skips, the weaver has a free hand to use any proportions. However, 
M’s and O’s and Bronson are most practical in blocks of Il4 to 214 in., 
otherwise the texture will sag somewhat where the opposite treadlings occur; 
Overshot is best limited to blocks of 1 to 1% in. unless a block is interrupted 
with a tie-down of the two other harnesses at its center, for the skip of filler 
which occurs on the right side of the rug will be the length of the block; 
in Honeycomb the same is true except that this skip occurs on the wrong 
side of the fabric and there are no skips on the right side, so that one can 
use somewhat larger blocks. However, the reverse texture will not be 
smooth. Since rugs have more wear than any other handwoven item these 
differences should be known and respected. 


DRAFT WRITING OF CHECKERBOARD PATTERNS 

A knowledge of the structure of 2-block designs greatly simplifies many 
techniques so that drafts for them can be easily written. All the techniques 
in the chart on page 184 are merely composed of two alternating blocks. To 
make a 2-block rug, therefore, in fact a 2-block design for any fabric — uphol- 
stery, drapes, or table cloths — alternate the two blocks that make up the par- 
ticular weave chosen. In checkerboard rugs these two blocks are the same 
size and very easy to plan; in the next chapter rugs are planned with the 
two blocks in varying proportions. 

In planning a checkerboard rug for a game room, the best procedure is the 
following. First choose colors that would look well in the room. For example: 
plan a red filler on a black warp. Next decide what size block is suitable. 
If a large block is required for effect, choose a technique in which large 
blocks may be used. Glance down the right-hand column of the chart which 
follows to see the size block each technique can make. We will choose 
Summer and Winter, blocks of any size, and make the blocks for the 
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game room 8 in. square. To find out how many threads per inch are 
required; see the next column. At 12 threads per inch, an 8-in. square 
would take 96 warp threads. Note in the next column that Summer and 
Winter has 4 threads in each (a) and (b) unit. Repeat each unit 24 times 
to make a large square check for the rug. 

The size of our blocks is determined and the number of repeats for the 
(a) and (b) units are figured. This constitutes a rug plan. Simply alternate 
the (a) unit with the (b) unit 24 times, for the entire rug to the 
width desired. On paper this plan appears as in the short draft at the top 
of Figure 88, except that here there are only three units in each block. All 
of the techniques in the chart below can be simplified to a short draft in 
this way, following, of course, the suggested sizes for the blocks. This chart 
should help the weaver understand how very simple it is to write drafts 
when the underlying principles are known. 

CHART OF TWO-BLOCK RUG UNITS FOR 
DIFFERENT TECHNIQUES 

On page 184 are given the threadings of the (a) and (b) units for the sepa- 
rate techniques possible to use for 2-block rugs. These can either be for checker- 
board rugs. Chapter 23, or rugs with blocks of planned proportions. Chapter 24. 

LOG-CABIN CHECKERBOARD RUG 
IN TWO COLORS 

(Two- and Four-Harness Looms [Fig. 53]) 

The Log Cabin is a valuable rug technique producing a firm durable 
texture in plain weave and blocks of any size. Two alternating colors are 
used. The two-harness method comes out exactly the same as the four- 
harness. When threading the loom, simply alternate the (a) and (b) units 
to make the blocks. Call the two colors: light (o) and dark (x). 

Two-Harness Log Cabin Units: 

(a) unit: Harness 1 (x); harness 2 (o); harness 1 (x); harness 2 (o) 

(b) unit: Harness 1 (o) ; harness 2 (x) ; harness 1 (o) ; harness 2 (x) 

Four-Harness Log Cabin Units: 

(a) unit: Harness 1 (x); harness 2 (o); harness 3 (x); harness 4 (o) 

(b) unit: Harness 1 (o); harness 2 (x); harness 3 (o); harness 4 (x) 

WARP PLAN 

A rug 30 in. wide weaves down to 29 in. 

Warp: 8/4 Cotton 

Filler: Cotton rug yarn or smoothly cut rags, two colors 

Threads per Inch: 12 

Total Threads: 360 
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CHART OF TWO-BLOCK RUG UNITS FOR DIFFERENT TECHNIQUES 

Name (a) Unit {b) Unit Threads Maximum 

per Inch Bloc\ Size 
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Face Weave: two colors: \2(x); 4(o) I6(x); 8(o) 
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Note: Consult this chart for threading plans and block units of all rugs in this and the following chapters. 



THREADING PL AN 

For 2-in. blocks: 

(a) Block: Repeat 6 times, 24 threads 

(b) Block: Repeat 6 times, 24 threads 
Total of both blocks: 48 threads 

Threads 


Repeat these 48 threads, 7 times 336 

Add (a) unit only 24 

T otal 360 


WEAVING PLANS 

Two-Harness Loom. Choose filler in two colors, dark (x) and light (o). 

Heading: Carpet warp for heading — same color as warp. Weave plain 
weave, harness 1 then harness 2. The two colors of filler only are used 
for main rug. 

Main Rug: Use filler only, (a) Block: Harness 1 (x); harness 2 (o). 

Repeat to square the block. 

(b) Block: Harness 1 (o); harness 2 (x). Repeat to square 
the block. 

Alternate the (a) and (b) blocks to length desired. 

End with (a) block and heading. 

Four-Harness Loom. Choose filler in two colors, dark (x) and light (o). 

Heading: Weave plain weave, harnesses 1-3 then 2-4 with carpet warp. 

Main Rug: Use filler only, (a) Block: Harnesses 1-3 (x); harnesses 2-4 (o). 
Repeat to square the block. 

(b) Block: Harnesses 1-3 (o); harnesses 2-4 (x). 

Repeat to square the block. 

Alternate the (a) and (b) blocks to length desired. 

End with (a) block and heading. 

A CHECKERBOARD RUG IN MONK'S 
BELT BLOCKS (Fig. 91) 

The Monk’s Belt can be so arranged as to make gay rugs with square 
blocks in Overshot. The effect is shown in Figure 91. It is attractive because 
light lines nm through the dark blocks, and dark lines through the light 
blocks. This is caused by inserting a portion of the other block into the 
weaving of each block. Sec the draft, where the first block (a) on harnesses 
1-2 is interrupted by two threads on harnesses 3-4; and where the second 
block (b) on harnesses 3-4 is interrupted by two threads on harnesses 1-2. 
The interruption or occurrence of a small portion of an opposite block is 
called a “tie-down.” 

The blocks as shown are equal in size and simply alternate. ABC forms 
the first or (a) block, 4 in.; DEF forms the second or (b) block. To make 
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a rug predominantly dark on one side and light on the other, make the 
ABC block twice as large as it is by repeating A to B, 12 threads, 7 times, 
making AB, 84 threads, plus BC, 10 threads, total 94 threads; and make 
the DBF block half as large by repeating DE once only, making DE, 
12 threads, plus EF, 10 threads, total 22 threads. Alternate this long ABC 
block, 8 in., with the short DEF block, 2 in. 

WARP PLAN 

Warp: Carpet warp 8/4, 8/3, or 5/3; or linen 10/2 
Weft: Chenille, rags, or cotton or wool rug yarn 
Threads per Inch: 12 
Width: 27% in.; weaves to 26% in. 

Total Threads: 330 

THREADING PLAN 

Threads 

Selvage: 4 4 

ABC (46); then DEF, (46): Total of these two blocks 


92 threads. Repeat 3 times 276 

Add ABC only (46) 46 

Selvage: 4 4 

Total Threads 330 


For a wider or narrower rug, repeat A-F more or fewer times. Always end 
with ABC plus the selvage. 

TIE-UP 

Treadle 1: harnesses 1 and 2; treadle 2: harnesses 3 and 4. Tabby: treadle 3: 
harnesses 1 and 3; treadle 4r harnesses 2 and 4. 

WEAVING PLAN 

Alternate blocks (a) and (b) in the following. End with block (a). 
Weave a row of tabby after each pattern row. Tabby is harnesses 1-3, 2-4. 


(a) 

Blocks ABC: 
Harnesses 

Repeats 

Treadles 

(b) 

Block DEF: 
Harnesses 

Repeats 

T readies 

1-2 

3 times* 

1 

3-4 

3 times** 

2 

3-4 

3 

2 

1-2 

1 

1 

Repeat 3 times 

Then harnesses 

1-2 3 times* 

1 

Repeat 3 times 

Then harnesses 

3-4 3 times** 

2 


*If A-B has been repeated 7 times in draft to make a rug predominately dark on one side, repeat 
harnesses 1-2, 6 or 7 times at this point. 

**If D-E has been threaded once only in draft, repeat harnesses 3-4 once or twice only at this point. 
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Fig. 91 — Checkerboard rug in Monk's Belt blocks. Two-block designs 
in Bronson, African Vogue, Honeycomb, and eight-harness double weave. 


HONEYCOMB CHECKERBOARD (Fig. 91) 

This technique produces a beautiful checkerboard, very effective for a 
modernistic texture. It is woven with sections of pattern weft divided by 
rows of tabby. In Honeycomb, the pattern weft is finer than the tabby. The 
pattern filler and tabby weft change places, so to speak, the tabby being 
much heavier than the pattern and separating the finer pattern sections with 
heavy rows which follow the contour of the pattern blocks. This makes a 
very interesting rug texture. The threading is always Overshot but with 
limited block sizes. 

WARP PLAN 

Warp: 8/4, 8/3, or 5/3 carpet warp set at 12 per inch; or 10/5 linen or 
4/4 cotton at 8 to 10 per inch 

Weft: Pattern, 4-strand mat cotton, rug-weave yarn; tufting cotton or 
lightweight chenille 
Tabby: Heavy rug yarn 

THREADING PLAN 

Same as Monk’s Belt, Figure 91. 

Selvage: Harnesses 1, 2, 3, 4 












Fig. 92 — Rug with Bronson blocks woven on opposites. Light blocks on one side 
become dark blocks on the other. 


Main Rug: For 3-in. blocks; 

Repeat the (a) block, ABC, once (22 threads). 

(This consists of A-B, once [12] plus B-C, once [10].) 
Repeat the (b) block, DBF, once (22 threads). 

(This consists of D-E, once [12] plus E-F, once [10].) 
Alternate the (a) and (b) blocks. End with the (a) block. 
For wider (a) blocks, repeat A-B several times; add B-C. 
For wider (b) blocks, repeat D-E several times; add E-F. 
Selvage: Harnesses 1, 2, 3, 4 
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WEAVING PLAN 


(a) block: Harness 1 alone; harness 2 alone. Weave with pattern 'weft, the 
lighter-weight weft; repeat these two rows 3 times, six rows in all, or more 
to square the block. With tabby weft, the heavier weft, weave harnesses 1-3; 
follow directly with harnesses 2-4, making two rows of tabby after the 
pattern block. Repeat all (8 rows) for 2 to 3 in. 

(b) block: Harness 3 alone: harness 4 alone. Weave with pattern weft; 
repeat these two rows 3 times or more to same size as (a) block. With 
tabby weft, weave harnesses 1-3 and 2-4. Repeat all (8 rows) for 2 to 3 in. 

Alternate (a) and (b) blocks, 3 in. square each, as desired. End rug with 
(a) block. 


SUMMER AND WINTER RUG WITH 
ALLOVER CHECKERBOARD PATTERN 

(Like the Center Portion of Figure 87) 

This is a good rug texture because of its durability of structure and beauty 
of texture. A row of tabby binder follows each pattern row. The blocks can 
be any size; in Summer and Winter the filler is tied down every fourth 
warp thread, reinforcing the fabric. 

WARP PLAN 

Warp: Carpet warp 8/4 or 5/3 set at 10 to 12 per inch 
Weft: Pattern filler: wool or cotton rug yarn; thrums or chenille 
Tabby binder: Same as warp 

Tie-Up: Same as given in Figure 89. Pattern treadles: treadle 1, harnesses 

1- 3; treadle 2, harnesses 2-3; treadle 3, harnesses 1-4; treadle 4, harnesses 

2- 4 

Tabby treadles: treadle 5, harnesses 1-2; treadle 6, harnesses 3-4 

THREADING PLAN 

Selvage: Harnesses 1, 3, 2, 4 — repeat as desired. 

Main Pattern: For 8-in. blocks: 

Repeat (a) block, harnesses 1, 3, 2, 3, 20 times (80 threads). 

Repeat (b) block, harnesses 1, 4, 2, 4, 20 times (80 threads). 

Alternate (a) and (b) blocks to desired width; end with (a) block, 
20 times. 

Selvage: Harnesses 1, 3, 2, 4 — repeat as desired. 

WEAVING PLAN 

Tabby for heading at end of rug: Treadle 5 (harnesses 1-2); treadle 6 
(harnesses 3-4). 
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Main Rug: 

(a) Bloc]{: 

The tabby following each pattern row is here written at its right. 


Pattern: Harnesses 

Treadles 

Tabby: Harnesses 

Treadles 

1-3 

1 

1-2 

5 

2-3 

2 

3-4 

6* 

2-3 

2 

1-2 

5 

1-2 

1 

3-4 

6 

Repeat these 8 rows to square the block. 
{b) Bloc^: 

1-4 3 

1-2 

5 

2-4 

4 

3^ 

6* 

2-4 

4 

1-2 

5 

1-4 

3 

3-4 

6 


Repeat (a), then (b) as desired. End with (a). 

*For more compact rug blocks, keep repeating each block up to asterisk (*) only. (Two pattern 
rows and two tabby rows.) 


BRONSON CHECKERBOARD RUG (Figs. 91 and 92) 

This technique is suitable for soft-textured bath mats. Attractive texture 

blocks are woven “on opposites” or as pattern and tabby. See Figure 91. 

WARP PLAN 

Warp: Carpet warp 8/4 or 5/3 set at 15 per inch; or 
linen 10/5 or cotton 4/4 or 3/2 at 12 per inch 

Weft: Wool or cotton rug yarn 

Tabby binder: Like warp 

THREADING PLAN 

Selvage: Harnesses 1, 2, 1, 2. 

Main Texture: For 2-in. blocks at 15 per inch: 

Repeat (a) block, harnesses 1, 3, 1, 3, 1, 2 five times — 30 threads 

Repeat (b) block, harnesses 1, 4, 1, 4, 1, 2 five times — 30 threads 

Alternate (a) and (b) blocks as desired. End with (a) block. 

Selvage: Harnesses 1, 2, 1, 2. 

TIE-UP 

Pattern: Treadle 1, harnesses 1-3; treadle 2, harnesses 2-4; treadle 3, har- 
nesses 1-4; treadle 4, harnesses 2-3 

Tabby: Treadle 5, harness 1 alone; treadle 6, harnesses 2, 3, 4 together. 
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WEAVING PLAN 


Read across horizontal rows below. 

“On Opposites.” One shuttle only. For tabby heading at ends, alternate 
treadles 5 and 6 (harness 1 alone and harnesses 2, 3, 4 together). 

{a) Bloc){: 

Harnesses Treadles then: Harnesses Treadles 
1-3 1 2-4 2 

Alternate these two rows to square the block. 

{b) Blocl^: 

1-4 3 then 2-3 4 

Alternate these two rows to square the block. 

For complete rug, alternate (a) and (b) blocks. End with (a) block. 

As Pattern and Tabby. Two shuttles: heavier pattern filler and lighter 
tabby binder. For tabby heading at ends, weave with tabby thread only: 
treadles 5 and 6 (harnesses 1 alone and 2, 3, 4 together). In weaving the 
blocks, follow each pattern row with a row of tabby. Read across: 

(a) Blockj 

Pattern Tabby 

Harnesses Treadles Harnesses Treadles 

1-3 1 1 alone 5 

1-3 1 2, 3, 4 6 

Repeat these four rows to square the block. 

{b) Block.: 

Pattern Tabby 

Harnesses Treadles Harnesses Treadles 

1-4 3 1 alone 5 

\-A 3 2, 3, 4 6 

Repeat these four rows to square the block. 

Alternate (a) and (b) as desired. End with (a). 


M'S AND O'S CHECKERBOARD RUG (Fig. 93) 

The left rug shown in Figure 93 is the rug that made the blind weavers 
of Gettysburg famous. This rug can be woven in one and one half to two 
hours. With a black and white warp, or one of dark color, light blocks 
show up most effectively. It is a one-shuttle weave. 

The M’s and O’s rug method is a find to any rug weaver, for the design 
itself comes up in alternating pattern and plain-weave blocks, and no binder 
is needed. In Figure 93 the M’s and O’s blocks measure 2 in. square. 
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Fig. 93 — Two M's and O's rugs. Left: checkerboard rug with 
white rayon on a dark green warp. Right: same warp threaded 
to a border pattern around a checkerboard center. 


WARPINGPLAN 

Warp: Carpet warp 8/4, 8/3 or 5/3 set at 15 or 16 per inch 

Weft: Rug yarn, cotton or wool. The pattern weft produces tabby as well 
as pattern. 

Tie-Up: Treadle 1, harnesses 1-2; treadle 2, harnesses 3-4; treadle 3, har- 
nesses 1-3; treadle 4, harnesses 2-4. For tabby-like textures at ends of 
rugs woven as a heading: treadle 5, harnesses 4-1; treadle 6, harnesses 
2-3 


THREADING PLAN 

Selvage: Harnesses 1, 2, 3, 4; 1, 3, 2, 4 — 8 threads 
Main Pattern: For 2-in. blocks: 

Repeat (a) block, harnesses 1, 2, 1, 2, 3, 4, 3, 4, (3 times) — 24 threads 
Repeat (b) block, harnesses 1, 3, 1, 3, 2, 4, 2, 4, (3 times) — 24 threads 
Alternate (a) and (b) blocks. End with (a) block. 

Selvage: Harnesses 1, 3, 2, 4; 1, 2, 3, 4 — 8 threads 
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WEAVING PLAN 

Leave fringe and make a ^-in. heading: harnesses 4-1, treadle 5, alternating 
with harnesses 2-3, treadle 6, using carpet warp. 

(a) Blockj harnesses 1-2 (treadle 1); then harnesses 3-4 (treadle 2); repeat 
to square the block. 

{b) Bloc^: harnesses 1-3 (treadle 3); then harnesses 2-4 (treadle 4); repeat 
to square the block. 

Alternate the (a) and (b) blocks as far as desired for length of rug. End 
with (a) block, then Mi-in. heading and fringe. 

To thread the second rug of Figure 93 with wide borders around a center 
simply repeat the (a) block given above six to eight times for the border, 
then alternate three repeats of the (b) block with one repeat of the (a) 
block throughout the center, finishing with (a) block repeated as on first 
side. Weave the (a) block to square the corner, then alternate (b) and (a) 
blocks in the dimensions shown for the center. 

AFRICAN VOGUE CHECKERBOARD RUG 

This technique provides unique and charming diamond-figured blocks, 
as shown in Figure 91. It has no tabby, and the pattern weft should be 
full and soft. It lends itself to effective rugs and will make a thick, firm, 
and practical rug texture planned as a checkerboard design in equal blocks. 
For a full analysis of this technique, see Chapter 24, “Block-Design Rugs,” 
and also Figure 97, and its directions for weaving. Simply thread the (a) 
and (b) units to equal sizes, and use the same weaving directions as for 
Figure 97, “Rug Arrangement in African Vogue Blocks.” 
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CHAPTER 24 

Block-Design Rugs 


CHARACTER AND TEXTURE 

Some of the most popular modern rugs depend for their effect on texture 
contrast, which takes priority over color change. In 2-block rugs the color 
tones of the alternating blocks are partly caused by the change of texture 
resulting from the character of the weave and the break between the blocks. 
The surface designs are also controlled by the warp and weft relationships 
which change with the block threadings. 

In the last chapter the various textures possible for planning rugs with 
equal blocks were described; rugs with blocks of unequal sizes can also 
be grouped in many beautiful rug effects (see Figure 94, 3 and 4, and 
Figures 95 and 96). Both checkerboard and 2-block rugs in varying propor- 
tions present two subtly contrasting textures due to the rhythm of two 
alternating design blocks, whereas in other rugs the surface effect is caused in 
quite different ways, such as with pattern and tabby, the changing of colors 
in tapestry and pile, etc. This makes the 2-block rug most welcome for the 
weaver seeking unusual rug fabric effects. 

The changes of color apparent between the alternating blocks, providing 
relating color tones or shades of color, are often due to the dominant and 
subdued hues of this texture in the weave. Sometimes the warp shows 
predominantly in one block, and the weft in the other, making it possible 
to plan blocks of two different colors. Again some techniques, such as Log 
Cabin and Bronson on opposites, allow for the use of alternating wefts of 
two contrasting colors, and these will predominate in their respective blocks. 
Finally, in Summer and Winter, a block that appears light on one side 
will appear dark on the other and vice versa. Hence the weaver has available 
a countless variety of both texture and color variations. 

This same 2-block principle may be applied to the weaving of any fabric 
whatever. Upholstery and heavy drapes may be woven in the same 2-block 
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Fig. 94— Four attractive rugs designed on the two-block principle. 
No. 1: Large 6' x 9 ' two-color rug in blocks of twill or Summer and Winter 
sewed together. No. 2; Rug on a twill threading with reversed twill side 
borders. No, 3; Rug design suitable for tapestry. No. 4; Summer and 
Winter design with borders in narrow units. 
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design texture as a rug. A firm, close-grained texture is produced by Summer 
and Winter and Log Cabin; soft, thick surfaces derive from weaves with 
no tabby such as African Vogue, M’s and O’s and Bronson on opposites, 
while Honeycomb offers a pitted texture outlined by curving lines. The 
weaver can plan the size of blocks and their arrangement, then choose the 
technique and texture desired for their development. 

DECORATIVE USE 

When weaving rugs either to decorate a home or for a commercial outlet, 
the weaver should consider the many attractive effects obtainable from the 
wide range of textural design in 2-block rugs. They are equally useful with 
the traditional colonial or modern forms of decoration,, since the weaver 
can plan the blocks in any proportion and choose a particular texture. 
Tailored designs and blocks of firm texture make ideal rugs for living rooms 
and hallways; closely packed weaves with no tabby produce soft surfaces 
for bedroom rugs and bath mats; blocks in gay colors look well in dinettes 
and patios. 

DESIGNING TWO-BLOCK RUGS 

Handweavers, when designing rugs, can make good use of the block 
principle and work to advantage with graph paper, alternating two blocks 
of any size. The colors of the warp and filler chosen may be such as to 
form a pleasing contrast. With these colors in mind, develop a plan giving 
predominance to one or the other in the weaving, by making large blocks 
where the filler will show, small ones where the warp will show, or vice 
versa. The method of design is easy to understand. Make a plan on graph 
paper, Figure 89. Make the first horizontal row of blocks in any size, leaving 
spaces between. Call this Row 1, and the blocks, (a) blocks. For the second 
row, fill in spaces between those of the first row. Call this Row 2, and the 
blocks (b) blocks. Keep alternating the blocks on these two rows in the 
proportions desired. 

Borders can be planned by varying the sizes of the center blocks with 
those near the selvage, as shown in Figure 126, Chapter 30. One type, No. 6, 
shows large blocks of the main part of the border contrasting in size to small 
blocks at the outside edge; another type, No. 3, shows a border entirely 
composed of repeated (a) and (b) blocks, while the center is simply a 
repeated expanse of one of these blocks, either dark or light. In Figure 96, 
the border of each rug design is one large repeated block. 

STRUCTURE AND DESIGN OF TWO-HARNESS 
TWO-BLOCK PATTERNS (Figs. 53 and 95) 

Two-Harness Two-Block Rug in Log Cabin (Fig. 53). Log Cabin is one 
of the most popular and durable of the rug textures. It is a plain weave on 
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a'-b • E)€^inning of same cl£5ign for 4 > harness fhreading. 

For 5 €ction c', repeat firaf I2 tfids. of section o', then add H.l, liglit. 


Design 1. Two-block rug with dark center. In the figure at right, the dark 
portions correspond to the (a) block, the light to the (b) block. The center (c) 
is same as (a). The 4-harness draft aV produces the same effect. 






Corresponding Units (o) and (b) or» 
4' Harness Loom 


Design 2. Two-block rug with broken 
center. Set warp at 12 per inch for 22-in. 
rug: 

Threads 

Selvage 12 

Right Border, A-B .... 40 

Center, B-C (52) repeat 3 times, 

or as desired 156 

Left Border, C-D .... 40 

Selvage 12 

Total threads 260 


Fig. 95 — Two-block, two-harness imitation Summer and Winter rugs. 
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two- or four-harness looms. For the two-harness plan, use the (a) and (b) 
units as given for checkerboard, with 8/4 carpet warp in two colors; light 
(o) and dark (x). 

(a) Unit: Harness 1 (x); harness 2 (o); harness 1 (x); harness 2 (o) 

(b) Unit: Harness 1 (o); harness 2 (x); harness 1 (o); harness 2 (x) 

To plan a rug in two-harness Log Cabin with blocks of different sizes, 

follow the profile or short draft given in Figure 95, substituting the four 
threads of Log-Cabin (a) unit for each note on harness 1, and the four 
threads of the (b) unit for each note on harness 2. Or plan blocks in any 
proportions, and repeat either block to the width desired. The Log-Cabin 
rug in No. 2, Figure 53, shows a plan with narrow unit repeats at the sides, 
and larger ones to make the body of the rug. 

Two-Harness Two-Block Rug in Imitation Summer and Winter (Fig. 95), 
A rug or mat pattern for a two-harness loom can result in a design effect 
quite similar to the four-harness Summer and Winter. The warp may be in 
one or two colors; but with two colors, indicated by the x’s and o’s of the 
draft. Figure 95, the technique shows up more effectively. Follow Design 1. 
Warp Plan 

Warp: 8/4 carpet warp or equivalent 

Weft: Rug yarn or rags, two colors 

Threads per Inch: 10 to 12 

Width in Reed: 29 in., weaves to 27 in. 

Total Threads: 352 
Threading Plan 

Thread each section in order as given on the draft, from right to left. 


Threads 

Selvage 8 

Border: Section a 13 

Section b 13 

Section c 25 

Section b, read right to left .... 13 

Section a, read right to left .... 13 

Total border 77 

Center: Repeat Section b 14 times 182 

Second Border: Same as first end: a, b, c, b, a 77 

Selvage 8 


Total Threads 352 

Weaving Plan 

See the diagram at the right of the draft. Choose two colors (x) and (o) 
in the same weight of rug yarn; no tabby binder is used. 

Heading: Weave 1 in. in plain weave, harness 1; then harness 2 with 
carpet warp. 
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Border: 

Section 1, Block (a) : Weave harness 1, color x; harness 2, color o. Repeat 
these two rows six to ten times to form a dark corner square, labeled 
1, Figure 95. 

Section 2, Block (b) : Weave harness 1, color o; harness 2, color x. Repeat 
six to ten times to form the next dark square, 2, progressing diagonally 
downward to the left. 

Section 3: Repeat Section 1 enough times to square Section 3. 

Section 4: Same as Section 2. 

Section 5: Same as Section 1. 

Center: Section 6: Repeat Section 2 as many times as desired to make a 

square or oblong center. Follow with the same border as at the first end. 

STRUCTURE AND DESIGN OF FOUR-HARNESS 
TWO-BLOCK PATTERNS (Fig. 96) 

Designs in two contrasting blocks are easy to thread and weave because 
of their simple repeating structure. The very same block units used for 
checkerboard rugs in Chapter 23 are used for the creation of rugs in planned 
proportions, such as those of Figure 96. The same 2-block design may be 
written in many techniques, which means that the order of the blocks and 
their same proportions are preserved, but that they appear dressed in different 
textures. The general appearance of these various textures is described below 
so that the weaver will be better equipped to plan the sizes of the blocks 
and the resulting appearance of color and texture relationships. For the 
varying repeats, use the same units as for checkerboard rugs in chart of 
2-block rug units, page 184. 

Four-Harness Log Cabin. This produces two contrasting blocks with two 
colors in each combined in such a way that in block (a) one of the colors 
predominates, and in block (b) the other color predominates. Both blocks 
appear in a mixture of two cdlors, with one color giving the key in each 
case. The general effect is granular, like a pepper-and-salt surface. The texture 
is firm as in plain weave, hence the blocks may be any size whatever. A 
well-planned rug in Log Cabin is shown in 2, Figure 53. 

Overshot on Opposites. This technique produces blocks of contrasting colors 
with the color of the filler showing boldly. The Monk’s Belt design is of 
this type. The size of the blocks is limited to 1 in. unless there is a tie-down 
to interrupt the overshot in which the filler appears as a loop on the right 
side of the fabric. This method is very desirable because of the pureness of 
the weft colors which are not covered by warp for a space. It can be nicely 
handled with blocks longer than 1 in. by interrupting the block with two 
notes of the two harnesses not in the block, running these twill-wise, B, 
in Figure 91. In applying this rug technique to the planned proportions of 
Figure 96, simply use the same blocks as in Figure 91: (a) block, ABC; 
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Fig. 96 Sketches showing the some two-block pattern In four techniques 







(b) block, DEP. Alternate these according to the number of repeats planned 
for each. 

Honeycomb. The threading is the same as for Overshot, “on opposites,” 
but the blocks appear as depressions within the texture rather than as weft 
passes lifted above the rug surface. Like Overshot, the blocks should be 
limited as there is an “undershot” of weft on the wrong side of the cloth, 
but the right side is well bound. Limit the blocks to 1 in. between tie-downs. 
The draft in Figure 91 is suitable. However the (a) block can be repeated 
many times as long as it is tied down after 10 warps by a few threads of the 
other block, as at B. 

Summer and Winter. Summer and Winter produces firm blocks with 
the pattern filler securely fastened into the texture by a tie-down of the 
warp that covers the weft every fourth thread. The blocks, therefore, ma y 
be of any size. Their color, however, is not so pure as in Overshot, because 
they are modified by the recurrence of the warp color crossing them. See (a) 
and (b) units. Figure 96. 

Bronson. Blocks are characterized by columns of short weft overpasses 
which are tied down at every sixth warp thread. These blocks alternate 
with blocks in plain weave. The blocks should not be larger than 3 in. 
See (a) and (b) units. Figure 96. 

African Vogue. In this intriguing technique, developed by Helen Allen, 
each of the (a) and (b) blocks appears in two colors with dark diamond 
units in one, set off by a light background, and light diamond units in the 
other, set off by a dark background. The blocks may be of any size whatever 
since the filler is tied down at close intervals throughout. In applying this 
technique to Figure 96, for (a) unit, use harnesses 1, 2, 1, 4, 3, 4; (b) unit, 
harnesses 2, 1, 2, 3, 4, 3. See also African Vogue Rug, Figure 97. 

M’s and CFs. In this technique all the blocks appear of the same color, 
but blocks in plain weave alternate with blocks in the M’s and O’s texture 
weave, and the total effect, therefore, is of two alternating blocks. Single 
blocks should not extend over 2 in. See (a) and (b) units in Figure 96. 

Eight-Harness. The damask effect of two alternating blocks is produced 
by the twill lines of block 1 running in an opposite direction from the 
twill lines of block 2. Only one weft is used. The blocks appear as light 
and dark because of their shadowed lines. Blocks of any size may be de- 
signed as the texture is twill and held firmly by its own successive rows. See 
(a) and (b) units in Figure 96. 

WRITING THE DRAFTS 

The same design is arranged so that it can be woven in these several 
ways by making a profile picture or condensed form of the draft. The 
profile is arranged on graph paper with the succession of blocks as appearing 
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Fig. 97 — Rug arrangement in African Vogue blocks. 


in the original design. Then each filled-in square of the profile is enlarged 
or replaced with its detailed block. 

As an example, plan a small bath mat 20 in. wide on a loom; the warp 
is set at 10 per inch, total threads 200, with 4 threads of selvage on each 
side. Arrange the blocks of the design as shown in Figure 96. The 2-row 
layout of blocks above each rug is a picture of the design developed below it. 
Call the lower row the (a) row and the upper row the (b) row. Each design 
is exactly the same but worked out in a different texture. The succession 
of blocks is the same, but the inside of each shows that they are threaded 
differently. Read off this succession of blocks as follows: right to left: (a) 
row, 3 units; (b) row, 1 unit; (a) row, 1 unit; (b) row, 1 unit; center (a) 
unit as far as desired; then (b) row, 1 unit; (a) row, 1 unit; (b) row, 1 unit; 
(a) row, 3 units. At the right of each draft of Figure 96, note the enlargement 
of the (a) and (b) blocks to its particular detailed threading. 

For example, in Summer and Winter as a rug texture, each unit will 
have 4 threads. This means that the first three (a) units will take 12 threads, 
the next (b, a, and b) another 12 threads, making 24 threads for the border 
on each side, or 48 in all. This, deducted from 200, leaves 152 threads for 
the center or 38 repeats of the (a) unit of 4 threads each. For a wider border 
double the number of (a) and (b) units as they occur on each row, leaving 
fewer repeats for the center. 

To thread the design of Figure 96 as M’s and O’s, enlarge the (a) block to 
harnesses 1, 3, 1, 3, 2, 4, 2, 4; and the (b) block to harnesses 1, 2, 1, 2, 3, 4, 3, 4. 
To thread the same design as Bronson, enlarge the (a) block to harnesses 
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1, 3, 1, 3, 1, 2, and the (b) block to harnesses 1, 4, 1, 4, 1, 2. The same design 
may be written in any technique where two alternating blocks make up 
the texture, i.e., in all the techniques listed in this chapter and shown in the 
chart of 2-block rug techniques, Chapter 23. However, if the loom has been 
warped with a constant figure such as 200 warps to try out these various 
techniques, the larger the block (such as 8 threads in M’s and O’s), the fewer 
the number of repeats of the pattern to take up the warp threads. 

RUG ARRANGEMENT IN AFRICAN 
VOGUE BLOCKS (Fig. 97) 

(A Four-Harness Two-Block Pattern) 


WARP PLAN 

Warp: Cotton 8/4; 8/3 or 5/3; or linen 10/2 

Weft: Rug yarn, 2 colors 

Threads per Inch: 10 to 12 

Width in Reed: 25 in., weaves to 24 in. 

Total Threads: 295 


THREADING PLAN 


Threads 

Selvage 4 

A-B 68 

B-C 49 

C-D 53 

C-B 49 

B-A 68 

Selvage 4 

Total: 295 


Note that the last 2 items, C-B and B-A, are same as first two threaded 
backward. 


TIE-UP 


Harnesses 

1-2 

2- 3 

3- 4 

4- 1 


Treadles 

1 

2 

3 

4 


WEAVING PLAN 

Weave with two contrasting colors, no tabby. The first color is shown in 
parentheses. The second color is shown without parentheses. 
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Before weaving the main rug of successive blocks given below, weave a 
heading of 1 in. tabby, harnesses 1 and 3, then 2 and 4 (treadles 5 then 6). 

MAIN RUG 

There are four sections in the weaving marked A, B, A', and B\ Any 
weaving plan shifts from one to the other of these. Read each block down. 
Harnesses Treadles Harnesses Treadles Harnesses Treadles Harnesses Treadles 


A: 


B: 


A': 


B': 


(1-2) 

(1) 

(3-4) 

(2) 

(3-4) 

(2) 

(1-2) 

(1) 

3-4 

2 

1-2 

1 

1-2 

1 

3-4 

2 

(^1) 

(4) 

(2-3) 

(3) 

(^1) 

(4) 

(2-3) 

(3) 

2-3 

3 

4-1 

4 

2-3 

3 

4-1 

4 


Effect 1, block (a) shown in sketch, Figure 91. 

Weave A, B, A\ (B')* Repeat all. 

Effect 2, block B shown in sketch, Figure 91. 

Weave B\ A\ B, (A)^ Repeat all. Finish with 1 in. tabby weave. 

^Important: Omit last (S'), if progressing from block (a) to block (b); and omit last (^), if pro- 
gressing from block (b) to block (a). 
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CHAPTER 2S 

Crackle-Weave Rugs 


The Crackle weave delights the rug maker for it not only offers a durable 
texture over the entire surface of the rug but the blocks also form large 
simple connecting units of design. It is a four-harness weave and, like Summer 
and Winter, the weft is tied down at every fourth warp thread with no 
long floats; this makes it possible to plan for colorful wefts to extend over 
long block spaces as far as desired. The weave has certain unique character- 
istics. It is known as Jdmtlandsmet/ in Sweden, and was discovered and 
introduced to American weavers by Mary Meigs Atwater, author of the 
Shuttlecraft Bool( of American Handweaving. 

Study the directions closely and when you have memorized the four 
blocks, you will understand how to weave the rugs in Figures 98, 99, and 100. 

TEXTURE AND DECORATIVE USE 

Both sides of rugs woven in Crackle weave are equally intriguing and 
effective. The solid color over certain blocks on one side appears over other 
blocks on the opposite side. Both warp and weft are apparent in the fabric 
which is smooth and closely bound. 

The Crackle weave provides a tool for the development of lovely new 
texture effects, with block designs formed by horizontal and vertical inter- 
sections of pattern changes. It is adaptable to modern interiors, and especially 
good for rugs; it is used also for upholstery and heavy drapery. 

DESIGN AND COLOR 

There is great freedom of design, as the blocks are not limited in length. 
A Crackle design is governed by the space covered by any one repeated 
block and the movement of the blocks before and after it. Crackle-weave 
blocks seem to proceed in large steps, their progress anticipated and modu- 
lated by the combining of the last block with the new, the latter appear- 
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Fig. 98 — Texture of 
Herringbone Crackle rug 
with pattern weft of 
unspun wool. 

Courtesy — Clara McNulty 


ing more dominant. This is caused by the overlapping of woven blocks 
in the weave’s structure. From the standpoint of design, it makes possible 
soft blends of color in suggestive lights and shadows. Colors never appear 
pure; they are subtly modified by the warp with single warps at intervals 
allowing more weft color to show, and groups of warps at other points 
covering the weft so that very little of its color shows. It is a technique that 
offers the adventurous weaver unlimited scope in the creation of space shadings 
and beautiful color effects. Wefts of two or three colors also can be used for 
still more interesting combinations. 

WARP SETTING AND MATERIALS 

Warp: Carpet warp 8/4 or equivalent, set at 12 per inch, makes the best set- 
ting for Crackle rugs. For very heavy rugs, use 10/5 linen warp or 4/4 
cotton, or 8/4 double, set at 8 to 10 per inch. The warp may also be set with 
vertical bands of color which when woven correspond to the width of the 
blocks and form stunning effects. In Figure 99, red warp is used across 
Block 1, and this is repeated 16 times. Block 2 in black. Block 3 in white, 
and Block 4 in gray are each repeated 16 times. Shades of a color can also 
be used in this way for successive Crackle-weave blocks. 

Weft: With warp at yi per inch, use wool rug yarn or rug chenille for 
pattern filler to make a rug of good quality. Cotton rug yarn is also 
satisfactory. Covered by the recurrent tie-down warps it will wear well. 
For very heavy rugs, use wool yarn or chenille double across the 10/5 
or 4/4 warp at 8 or 10 per inch. Evenly cut strips of woolen suiting may 
also be used. 
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£Q U I PME NT 

A sturdy four-harness floor loom is required, either jack or counter- 
balanced. In weaving, harnesses are balanced two against two. 

METHOD: NATURE OF THE WEAVE AND 
OVERLAPPING OF BLOCKS 

In Crackle weave, each pattern shed weaves across two blocks at the same 
time, resulting in an overlapping of woven blocks. The reason for this is 
that instead of there being only two harnesses together (such as harnesses 
1, 2, 1, 2) in each design block, like Overshot, there are three harnesses in 
each Crackle-weave block (such as harnesses 1, 2, 1, 4). The appearance of 
these three-harness blocks, however, is due to the threading; the treadling is 
the same as in Overshot. Here is the threading for the four Crackle-weave 
blocks: 

Blocks Overshot Crackle 

No. 1 — Instead of harnesses 1, 2, 1, 2 — thread 1, 2, 1, 4 

No. 2 — Instead of harnesses 2, 3, 2, 3 — thread 2, 3, 2, 1 

No. 3 — Instead of harnesses 3, 4, 3, 4 — thread 3, 4, 3, 2 

No. 4 — Instead of harnesses 4, 1, 4, 1 — thread 4, 1, 4, 3 

Each Crackle block combines two Overshot blocks thus: 

Bloc\ No. 1 (Harnesses 1, 2, 1, 4) combines Overshot blocks, harnesses 1-2, 
and harnesses 4-1, and will show whenever harnesses 1-2 or 4-1 are woven. 

Bloc/(^ No. 2 (Harnesses 2, 3, 2, 1) combines Overshot blocks, harnesses 2-3 
and 1-2, and will show whenever harnesses 2-3 or 1-2 are woven. Warp 
threads on harnesses 1—2 appear in both of these blocks and will spread 
through both, overlapping the other, when either one is woven, thus acting 
as a blend between them. This is what makes Crackle such a subtle, charming, 
and different weave. 

Bloc\ No. 3 (Harnesses 3, 4, 3, 2) combines harnesses 3-4 and 2-3. 

Blocks No. 4 (Harnesses 4, 1, 4, 3) combines harnesses 4-1 and 3-4. 

Another way to think of the Crackle design structure is this. Each harness 
combination, such as harnesses 1-2, occurs in two entirely separate blocks, 
such as: 

Block 1 — Harnesses 1, 2, 1, 4 

Block 2 — Harnesses 2, 3, 2, 1 

It, therefore, fulfills a double purpose as a block of its own and as a con- 
necting link between itself and the next block. When weaving harnesses 
1-2, wherever Block 1 is threaded (harnesses 1, 2, 1, 4), a pure block 
of color will be interrupted only by the tie-downs on harness 4. However, 
the same color also will appear wherever Block 2 (harnesses 2, 3, 2, 1) is 
threaded, interrupted only by the note on harness 3, since three of the threads 
on Block 2 are either on harness 1 or 2. At the same time, wherever Block 3 


207 



is threaded (harnesses 3, 4, 3, 2), a shadow of color will show over harness 2; 
and wherever Block 4 is threaded (harnesses 4, 1, 4, 3), a shadow of color 
will show over harness 1, since only one thread of each will show whenever 
the weaving of Block 1 reaches them across the warp. 

To make each woven block result in interesting distributions of overlapping 
blocks, have two blocks with strong color and two blocks with a suggestion 
only of color. 

If Block 2 (harnesses 2, 3, 2, 1) is woven after Block 1, there will be 
strong color next to the color previously filled by harnesses 1 and 2, but other 
areas will occur in new spots. This recurrence of color makes the steps in 
Crackle most effective, as shown in Figure 99. This overlapping of color cannot 
be avoided, but it may be regarded as adding to the beauty and charm of 
the texture. 

HOW TO WEAVE THE BLOCKS 

Follow each row of pattern filler with a row of tabby. 

Bloc\ 1 — Harnesses 1, 2, 1, 4 — is woven as in Overshot: harnesses 1-2. 
However, all the way across this block, while harnesses 1 and 2 are depressed, 
harness 4 will stay in the upper shed above the weft. Thus it is tied down, 
prevents a skip, and makes it possible to repeat the block in the threading 
as far as desired. 

Bloc\ 2 — Harnesses 2, 3, 2, 1 — is woven harnesses 2-3, and harness 1 
acts as the tie-down across this block. 

Bloc\ 3 — Harnesses 3, 4, 3, 2 — is woven harnesses 3-4, and harness 2 acts 
as the tie-down. 

Blocks 4 — Harnesses 4, 1, 4, 3 — is woven harnesses 4-1, and harness 3 acts 
as the tie-down. 

In any Crackle block, if two harnesses are woven, the other acts as a tie-down. 

DESIGN IN CRACKLE WEAVE 

In designing with Crackle technique, the four blocks may be used in any 
succession and for any distance, observing the following rules: 

1. Repeat each block as far as desired; then change to the next block. There 
is no limit to the length of a block. 

2. Add one or two notes “twill fashion” between the end of one block 
and the beginning of the next if necessary to prevent a “flat,” i.e., two odd 
or two even harnesses in succession. In adding the connecting harness, look 
at the harnesses used in the following block at left. You will find that the 
last note or harness in this block will answer the connecting purpose. The 
added connecting notes are marked by circles in Figure 99; by arrows in 
Figure 100. Thus harness 1, Figure 99, is last note of Block 2, harnesses 2, 3, 2, 1. 

3. Check the draft thoroughly to be sure that there are no skips or overshots 
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Fig. 99 ~ "Modern Step" 
Crackle pattern. 
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of more than three warp threads on the same two harnesses without a tie-down 
on a third harness. 

4. If, at any point on the draft, there is such an overshot of more than 
three threads, such as harnesses 1, 2, 1, (2), there is a mistake. To correct it, 
omit the last harness, such as harness 2 in the circle, and replace it with the 
harness that is its opposite, in this case harness 4. 

5. To produce a texture with no overlapping of the blocks, omit one 
entire block when planning the draft. For instance, in the blocks numbered 
above, use Blocks Nos. 1, 2, 3, but not No. 4; or Nos. 2, 3, 4, but not No. 1, etc. 
The texture will still be Crackle, but the blocks will be more clearly outlined. 

CRACKLE RUG DESIGN NO. 1. 

MODERN STEP PATTERN (Fig. 99) 

For the simplest rug design, arrange blocks in sequence and repeat each 
one to make a large block, all four blocks of the same size. This “step” 
pattern has become very popular. Its compactness of texture and simple 
effective spacing of design produces a rug of modern feeling so welcome to 
the handweaver of today and useful in many homes. Extensive possibilities for 
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rich color effects are given by the division of the warp into successive bands 
of different colors. Each repeated block is threaded throughout in a color 
of its own, which appears blended into adjacent colors by the manner of 
weaving Crackle. 

WARP PLAN 

For a rug or bath mat 22 in. x 36 in., plan warp in four colors; see 
threading plan. 

Warp: 8/4 Carpet warp, four separate colors 
Weft: Pattern filler: Rug yarn, color less brilliant than warp colors 
Tabby binder: One of warp colors 
Threads per Inch: 12 
Width in Reed: 22% in. 

Total Threads: 268 

THREADING PLAN 

Right Selvage 

Blocks 1 (harnesses 1, 2, 1, 4) : Repeat 16 times . 

Add* harness 1 to connect with next block . 

Blocks 2 (harnesses 2, 3, 2, 1) : Repeat 16 times . 

Add harness 2 

Blocks 3 (harnesses 3, 4, 3, 2) : Repeat 16 times . 

Add harness 3 

Bloc\ 4 (harnesses 4, 1, 4, 3) : Repeat 16 times . 

Add harness 4 

Left Selvage 

(Figure 99, added notes encircled) 


64 ^69 threads, color 1 

IJ 

j" 65 threads, color 2 

65 threads, color 3 
64 ^ 

1 ^69 threads, color 4 

4J 


TIE-UP 

Treadle 1, harnesses 1-2; treadle 2, harnesses 2-3; treadle 3, harnesses 3-4; 
treadle 4, harnesses 4-1. Tabby: treadle 5, harnesses 1-3; treadle 6, harnesses 
2-4. Note that this is the regulation 6-treadle tie-up, same as in Figure 100. 

WEAVING PLAN 

Tabby: Harnesses 1-3 (treadle 5); then harnesses 2-4 (treadle 6). Repeat. 
Four different block effects are given here. In weaving it is best to develop 
each one to square. Read each row from left to right. The pattern weft is 
always followed by tabby. 

•The added notes between blocks prevent a “flat.” The rule is that an odd harness must be followed 
by an even one, and an even by an odd. See Rule 2 under “Designing.” 
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Block, 1- Harnesses 1-2; pattern (treadle 1); harnesses 1-3; tabby (treadle 5) 

Harnesses 1-2; pattern (treadle 1) ; harnesses 2-4; tabby (treadle 6) 

Repeat these four rows as desired. 

Block 2. Harnesses 2-3; pattern (treadle 2); harnesses 1-3; tabby (treadle 5) 

Harnesses 2-3; pattern (treadle 2); harnesses 2-4; tabby (treadle 6) 

Repeat these four rows. 

Block 3. Harnesses 3-4; pattern (treadle 3); harnesses 1-3; tabby (treadle 5) 

Harnesses 3-4; pattern (treadle 3) ; harnesses 2-4; tabby (treadle 6) 

Repeat these four rows. 

Block 4. Harnesses 4-1; pattern (treadle 4); harnesses 1-3; tabby (treadle 5) 

Harnesses 4-1; pattern (treadle 4); harnesses 2-4; tabby (treadle 6) 

Repeat these four rows. 

Work out further variations after seeing the effects of these four blocks. 

CRACKLE RUG DESIGN NO. 2. RUG IN 
HERRINGBONE CRACKLE WEAVE (Fig. 100) 

The soft bedside rug shown in Figure 98 was woven with unspun wool, 
laid through the warp in carded lengths. The Crackle weave with its frequent 
tie-downs of the warp makes this possible. 


, (c) 


(d) — Selvage 





This Crackle-weave rug is the same as that of Figure 98. It is so designed 
as to form a herringbone pattern of large connecting blocks when woven 
as a repeat, as shown in the diagram at the left in Figure 100, or as a closed 
diamond when woven with a reverse as shown in the diagram at the 
right. The blocks are used in the following succession in the draft, the 
circle designating a reverse point at center, and arrows connecting links. 

Block 1. See (a) in draft — harnesses 1, 2, 1, 4. Weave as harnesses 1-2. 

Block 4. See (b) in draft — harnesses 4, 1, 4, 3. Weave as harnesses 4-1. 

Block 3. See (c) in draft — harnesses 3, 4, 3, 2. Weave as harnesses 3-4. 

Block 2. See (d) in draft — harnesses 2, 3, 2, 1. Weave as harnesses 2-3. 

WARP PLAN 

Warp: 8/4, 8/3, or 5/3 cotton, or 10/2 linen 
Wejt: Tabby: Same as warp 

Pattern: Rug yarn, rugro, rug wool, evenly cut wool rags 
Threads per Inch: 12 or 15 

Width and Total Threads: See “Threading Plans.” 

THREADING PLANS 

Rug Rug Rug 

18 in. wide 25 in. wide 34 in. wide 


Right Selvage 8 8 8 

Main Pattern, A-B: 100 threads 


(2 times) 

. 200 

(3 times) 300 

(4 times) 400 

Add B-C after Last Repeat . 

. 7 

7 

7 

Left Selvage 

. 8 

8 

8 

Total 

223 

323 

423 


TIE-UP 

Regulation 6-treadle tie-up as given in Figure 100. 

WEAVING PLANS 

Follow each pattern row with tabby: harnesses 1-3 (treadle 5); and har- 
nesses 2-4 (treadle 6). 

Design D. Herringbone Effect. Figure 100, left. 

Harnesses 1-2 (treadle 1). Repeat as desired. 

Harnesses 4-1 (treadle 4). Repeat as desired. 

Harnesses 3-4 (treadle 3). Repeat as desired. 

Harnesses 2-3 (treadle 2). Repeat as desired. 

Keep repeating these four blocks. 
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Design E. Diamond Effect. Figure 100, right. 

Harnesses* 1-2 (treadle 1). Repeat 4 to 8 times. 

Harnesses 4-1 (treadle 4). Repeat 4 to 8 times. 

Harnesses 3-4 (treadle 3). Repeat 4 to 8 times. 

Harnesses 2—3 (treadle 2). Repeat 4 to 8 times. 

Harnesses 3-4 (treadle 3). Repeat 4 to 8 times. 

Harnesses 4-1 (treadle 4). Repeat 4 to 8 times. 

Harnesses 1-2* (treadle 1). Repeat 4 to 8 times. This 1-2 block forms 
center; reverse from here. Continue reversing from end to start and 
back again, between asterisks, but do not double the reverse blocks, 
harnesses 1-2. 
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CHAPTER 26 

Rugs on Looms of More Than Four Harnesses 


On multiharness looms, such as from five- to eight-harness, rugs can be de- 
signed with many more pattern changes than on a four-harness loom. Whether 
it be twill. Overshot, or Summer and Winter, for each added harness there ap- 
pears another block to give greater range for the development of the design 
motifs. In Overshot multiharness patterns, the addition of more blocks means 
more design detail, a greater number of units, and a more gradual connection 
between units. These permit more gradual curves and closer blending of 
forms. In twill, the additional harnesses result in twill textures in opposing 
blocks of lights and shadows, the twill lines running one way in one block 
and the opposite way in all adjacent blocks. This technique, known as “damask 
texture,” is impossible on a four-harness loom. 

Possibly Summer and Winter benefits more than any other technique by 
the greater range of blocks in multiharness looms. Four-harness Summer and 
Winter provides only two alternating blocks, but for each added harness 
there is another block for design purposes. A five-harness loom makes 3 
blocks; a six-harness, 4 blocks; a seven-harness, 5 blocks; and an eight-harness, 
6 blocks. Thus, a four-harness Overshot pattern that the weaver finds pleasing 
can be translated into the firmer rug texture of four-block Summer and 
Winter on 6 harnesses with the very same design effect. This is of great 
advantage in rug weaving, for Overshot, because of its loops of pattern weft, 
is a far less desirable technique than Summer and Winter which provides a 
more durable texture by tying down every fourth thread. 

Bronson, on more than four harnesses, is very much like Summer and 
Winter, making another block for each added harness. The Bronson weave has 
worked into some attractive rugs. Pattern units with very short overshot can 
be planned and woven with a heavy yarn for the pattern and carpet warp 
or twine for the tabby binder' — all of which makes a stunning rug texture. 

All in all, multiharness patterns for rugs provide for great variety and beauty 
of design and texture. Those who have looms of more than four harnesses 
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Fig. 101 — Reversible Summer and Winter rug in a 
three block design, five harnesses required. 


can put them to use weaving rugs with unusual borders and interesting center 
patterns. Following are suggestions for rugs woven in each of the afore- 
mentioned techniques on looms of more than four harnesses. 

MULTIHARNESS TWILL (Fig. 102) 

The principles of twill, on either six- or eight-harness looms, offer the 
weaver a number of delightful patterns and textures. Twill sells itself to 
the rug weaver for many reasons: its use of one shuttle only; consequent 
speed of weaving with no need for tabby binder; simplicity of threading 
and weaving structure; durability of texture; and its production of many 
varied and beautiful pattern figurations, such as diagonals, diamonds, crosses, 
and radiating lines. Twill rugs are adaptable to interiors of yesterday and today. 
Some Colonial rugs were made in twill and the most modern of interiors call 
for their subtle simplicity. 
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Fig. 1 02 — Above: Threading and tie-up for multiharness twill 
patterns. Below: An eight-harness reversible double weave rug draft 
in two colors. 


Eight-harness, 2-block twill patterns carry out the alternating block system 
described for Summer and Winter, Bronson, M’s and O’s, Log Cabin, and 
Honeycomb, either with blocks of the same size, Chapter 23, or blocks of 
planned proportions. Chapter 24. On a four-harness loom, two alternating 
blocks of twill texture cannot be woven, because it takes four harnesses to 
make one twill succession. Consequently, the six- or eight-harness loom 
provides a tool for weaving two blocks against each other, with twill lines 
running in opposite directions, which in itself results in beautiful textural 
effects. Figures 96, 102. Or again, pleasing design surfaces can be made with 
blocks of plain weave alternating with blocks of twill. Figure 103. 
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SIX- AND EIGHT-HARNESS CHECKERBOARD. 
TWO BLOCKS OF SAME SIZE (Fig. 102) 
EIGHT-HARNESS, TWO-BLOCK PATTERN (Fig. 102, Right) 

Warp Plan 

Warp: Cotton 8/4, 8/3, or 5/3; or linen 10/2 set at 10 or 12 per inch 
Weft: Rug wool, rug-weave yarn; cotton rugro, or evenly cut thrums. No 
tabby. 

Threading Plan 

For large 7-in. blocks in pleasing twill texture, thr ead 
Selvage: Harnesses 1, 2, 3, 4, 5, 6, 7, 8. 

Bloc\ {a): Harnesses 1, 2, 3, 4. Repeat 18 times, 72 threads. 

Bloc\ {¥): Harnesses 5, 6, 7, 8. Repeat 18 times, 72 threads. 

Alternate these two blocks. End with (a) block and selvage. 

Tic-Up. See Figure 102. If plain weave at ends of rugs is desired, add two 
extra treadles, treadle 9, first tabby: harnesses 1, 3, 5, 7; and treadle 10, 
second tabby: harnesses 2, 4, 6, 8. 

Weaving Plan. Leave fringe or weave hem. For plain weave at ends, weave 
alternately treadles 9 and 10, using carpet warp. The main part of the 
rug is woven as twill with no tabby binder. To secure a good edge, use two 
shuttles and alternate them, locking or crossing the two fillers at the 
selvage. 

Alternate (a) and (b) blocks to length desired. End rug with (a) block. 
(a) Bloc^: Weave in succession treadles 1, 2, 3, 4. Repeat to square or 
size desired. 

(i) Bloc\: Weave in succession treadles 5, 6, 7, 8. Repeat to square or 
size desired. 

Add (a) block at end, then plain weave hem or fringe. 

SIX-HARNESS, TWO-BLOCK PATTERN (Fig. 102, Left) 

Warp Plan. Same as for eight-harness. 

Threading Plan 

Selvage: Harnesses 1, 2, 3, 4, 5, 6. 

(«) Blocf^: Thread harnesses 1, 2, 3. Repeat as desired. 

(B) Bloc\: Thread harnesses 4, 5, 6. Repeat as desired. 

Alternate these two blocks as desired. End with (a) block, then selvage. 
Tie-Up (Fig. 102). If plain weave at ends of rug is desired, add two treadles, 
treadle 7, first tabby, harnesses 1, 3, 5; and treadle 8, second tabby, harnesses 
2, 4;, 6. 

Weaving Plan. Leave fringe or weave hem. For plain weave alternate treadles 
7 and 8. 

For a good selvage use two alternating shuttles of the same filler. 

{a) Bloc\: Weave in succession treadles 1, 2, 3. Repeat to square. 
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(J>) Bloc/^: Weave in succession treadles 4, 5, 6. Repeat to square. 

Alternate (a) and (b) blocks as desired. End with (a) block. 

TWO-BLOCK EIGHT-HARNESS RUG PATTERN 

(Fig 96) 

BLOCKS OF DIFFERENT SIZES FORM 
BORDERS AND CENTERS 

Rug patterns of two blocks, such as those in Figure 96, may be designed 
in various pleasing proportions for an eight-harness loom, using the profile 
method. The twill texture shows an attractive allover weft surface on one 
side with the other side of the same section in warp color; or both sides can 
be evenly distributed as to color. The texture is a coarse twill, quite suitable 
for rugs and runners. 

For threading, use the same directions as given for the threading of the 
(a) and (b) blocks described above for Figure 102, and weave accordingly; 
but square the sections as you progress through them, so that the design 
developed vertically will correspond to the profile written horizontally, with 
center as long as desired. 

TWO-BLOCK SIX- AND E I G H T - H A R N E S S 

Both six- and eight-harness twill are actually composed of two blocks 
which may be woven so as to form checkerboard squares. The threading 
and tie-up for these are given in Figure 102, and the weaving is fully described 
in Chapter 24, “Block Designs.” Charts showing the relationship of two-block 
twill to other techniques are shown in Figure 96. In these diagrams and 
directions, one can use the two blocks of the six-harness twill in the same 
manner as the two blocks of the 8-harness. 

While these close twill effects on multiharness looms are effective, weavers 
with six- or eight-harness looms will discover a still sturdier type of rug in 
the double-face eight-harness technique, described below. 

PRACTICAL TWO-COLOR DOUBLE-FACE 
EIGHT-HARNESS RUG 

An attractive and serviceable rug with blocks of two contrasting colors 
results from the arrangement shown in Figure 102, lower draft. There are 
two thicknesses, each tied down at intervals by warp threads that come 
through from the other surface, and these show up as interesting accents of 
opposing color, which gives the background texture lively little specks of 
design to break the allover ground. The result is a delightful two-color 
pattern but with a thicker more satisfying rug texture than many of our 
techniques provide. Good colors are bright red and dark brown or black, 
rust and natural, black and gray, brown and cream, blue and light gray, 
green and black. 
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WARP PLAN 

Two colors of Pcrlc 3, or carpet warp used double. 

The second color is circled in the draft. Figure 102. 

Filler: Same two colors of rug yarn 
Threads per Inch: 10 
Width in Reed: 29 in. 

Total Threads: 292 

THREADING PLAN 

This rug is 29 in. wide, with a border of several alternating blocks and a 
center of one of the blocks repeated to make one large block. 


Threads 

Right Selvage 8 

Thread First Motif; A-B (12), 4 times 48 

Thread Second Motif; B-C (12), once 12 

Thread: A-B, 2 times 24 

Thread: B-C, 9 times (center) 108 

Thread: A-B, 2 times 24 

Thread: B-C, once 12 

Thread: A-B, 4 times 48 

Left Selvage (same as right selvage) 8 


Total Threads 292 


WEAVING PLAN 

For heading at ends of rug, weave treadles (a) ; then (b) ; harnesses 1, 2, 5, 6; 
then harnesses 3, 4, 7, 8. Use carpet warp for this plain weave. 

For weaving the blocks prepare two shuttles of two different colors of rug 
yarn, x, y. 


C (b) Nock, 5 k (60) B (o)block, 5 k(6o)A 
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Fig. 103— An eight-harness 
rug pattern with alternate 
blocks of twill and plain 
weave. 
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Bloc^No.l Treadles Harnesses Colors 

1 1, 2, 3, 5 Red (x) 

2 1, 3, 4, 7 Red (x) 

3 4, 6, 7, 8 Brown (y) 

4 2, 5, 6, 8 Brown (y) 

Repeat these four rows to square the first block at lower right corner 
of woven rug. 

Bloc\No.2 Treadles Harnesses Colors 

5 1, 2, 4, 6 Red (x) 

6 2, 3, 4, 8 Red (x) 

7 3, 5, 7, 8 Brown (y) 

8 1, 5, 6, 7 Brown (y) 

Repeat these four rows to square the next block, running diagonally upward 
to the left from first corner block. 

Alternate blocks No. 1 and No. 2, squaring each block in order, running 
diagonally upward to the left, all across rug. You may make an exception 
to this squaring process at the center of the rug where the woven block 
may be as long as desired. 

EIGHT-HARNESS DOUBLE-FACED 
CARPETING (Fig. 102), Upper Draft 

This carpeting forms a firm, durable double-thick texture, as strong and 
practical as that acquired by the two-warp, double-beam rug in Figure 109, 
and especially desirable for those using eight-harness looms, for no extra 
warp beam is necessary. A two-color checkerboard results, the warp all of 
one color, and the checks or blocks formed by the use of two alternating 
colors in the filler, This texture is one of the best possible to use for rugs. 

WARP PLAN 

Warp: 4/4 cotton carpet warp, or 12/2 linen, or 8/4 double 
Weft: Tabby for headings: same as warp 
Filler: two colors of rug yarn, Lily’s or Maysville 3-ply 
Threads per Inch: 12, set single in a 12-dent reed 

THREADING PLAN 

Use eight-harness twill. Figure 102, above; harnesses 1, 2, 3, 4, 5, 6, 7, 8. 
Repeat. 

WEAVING PLAN 


Bloc\No.l Treadles 

Harnesses 

Colors 

1 

1, 5, 6, 7 

Dark 

2 

1, 3, 4, 5 

Light 
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3 

3, 5, 7, 8 

Dark 

4 

1, 2, 3, 7 

Light 

5 

2, 5, 6, 7 

Dark 

6 

2, 3, 4, 6 

Light 

7 

4, 6, 7, 8 

Dark 

8 

1, 2, 4, 8 

Light 


Repeat all 8 rows to square the block. 

Bloc\ No. 2 

Weave treadles in same order as block No. 1, but reverse colors. 

EIGHT-HARNESS RUG PATTERN WITH BLOCKS 
OF TWILL ALTERNATING WITH BLOCKS 
OF PLAIN WEAVE (Fig. 103) 

For an interesting rug on an eight-harness loom, try this 12-thread block. 
The finished fabric will be a surface of alternating blocks, twill alternating 
with plain-weave. 

WARP PLAN 

Warp: 8/4 or 8/3 carpet warp; or 10/2 linen 
Weft: Use rug yarn 3-strand or rug-weave yarn 
Threads per Inch: 12, 15, or 16. 

Width: 25 in. if at 12 per inch; 21 in. if at 15 per inch 

WEAVING PLAN 


Selvage: Harnesses 1, 2, 3, 4, 5, 6, 7, 8 8 

Thread A~B: 12 threads. Repeat 5 times .... 60 

B-C; 12 threads. Repeat 5 times .... 60 

Total m . . .120 

Repeat all once again 120 

Add A-B: Repeat 5 times 60 

Selvage: Harnesses 5, 6, 7, 8, 1, 2, 3, 4 8 

Total Threads 316 


For a rug wider than 25 in., repeat A to C more times. Always end with 
A to B. 

WEAVING PLAN 

See effects of rows in Figure 103. 

Effect 1. Treadles 1, 2, 3, 4 each once; repeat to square to form first row 
of blocks. 

Effect 2. Treadles 5, 6, 7, 8 each once; repeat to square to form second row 
of blocks. 

Repeat as far as desired. 

End with Effect 1. 
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MULTIHARNESS SUMMER AND WINTER 

For multiharness Summer and Winter make the tie-up as desired to bring 
down the succession of blocks or the combinations planned, D, Figure 104, 
with the first tabby on harnesses 1-2. The second tabby should be on all 
the other harnesses together. Harnesses 3, 4, 5, if a five-harness pattern; 
3, 4, 5, 6, if six-harness; and 3, 4, 5, 6, 7, 8, if eight-harness. 

Some of the most beautiful handwoven coverlets and rugs are the result 
of multiharness patterns. These produce pattern blocks with extensive space 
variations, as shown in the six-harness Pine-Tree design. Figure 105. Here too 
the system is clear and easily understood. See the long draft in E, Figure 104. 
Here there are 6 blocks altogether: the (a) block on harness 3 — harnesses 
1, 3, 2, 3; (b) block on harness 4 — harnesses 1, 4, 2, 4; (c) block on harness 
5 — harnesses 1, 5, 2, 5; (d) block on harness 6 — harnesses 1, 6, 2, 6; (e) 
block on harness 7 — harnesses 1, 7, 2, 7; and (f) block on harness 8 — 
harnesses 1, 8, 2, 8. 

The tabby is written by the same principle as four-harness, since either 
harness 1 or harness 2 occurs every other note. Hence the first tabby is 
harnesses 1-2, and the second tabby consists of all the notes between, or all 
the other harnesses, 3, 4, 5, 6, 7, 8. If the pattern is only five-harness, the 
second tabby would be harnesses 3, 4, 5 together, etc. 

Note that the short draft, F, Figure 104, has only 6 horizontal rows of 
checks, yet it is an eight-harness pattern. The first row shown is the (a) 
block, on harnesses 1, 3, 2, 3. In Sunomer and Winter, either four-harness 
or multiharness, the tabby is never written in the short draft. This saves 
space and time. Hence, there are always two more harnesses than shown in 
any short draft of Summer and Winter. They are, of course, clearly developed 
in the long draft, and that is one reason why this is written out for clarity. 
Moreover, for each added block of any Summer and Winter design created, 
one more harness will be required. 

The weaving of multiharness Summer and Winter may also be as-drawn-in, 
or according to any plan the weaver wishes to make, for many blocks can 
be combined any way desired. Authentically the (a) block would be woven 
as in four-harness, harnesses 1-3, 2-3, 2-3, 1-3, (each row followed by 
tabby, harnesses 1-2 alternating with harnesses 3, 4, 5, 6, 7, 8); (b) block, 
harnesses 1-4, 2-4, 2-4, 1-4, etc. The other blocks would follow the same 
plan; (c) block, harnesses 1-5, 2-5, 2-5, 1-5, etc. 

FIVE-HARNESS RUG DRAFT (Figs. 101 and 104) 

A typical Summer and Winter rug in a multiharness pattern is shown in 
Figure 101. In five or more harnesses, the block areas progress in steps, and 
the dark steps on one side of the rug correspond to the lighter steps or spaces 
on the other. 
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D 5 Harness Tie-Up Short Draft for 3-block, S Harness^ Summer 



Tie-Up and Draft 


Thread > A to bj then 5 to C, then A to b. 
Enlarge Units to •' Hs. I.3.2,3) Us. 1,4, 2.4; H5.l.5,2,5. 



Fig. 104 — Tie-up and drafts for five- and eight-harness Summer 
and Winter patterns. 


The tie-up and directions for this rug are given in A, B, C, and D, Figure 
104. Thread A to B; B to C; then A to B. In weaving, use single treadles or 
combine any two treadles desired, to make such a design as thar given in 
Figure 101. 

A SUMMER AND WINTER PINE-TREE AND 
SNOWBALL RUG ON SIX HARNESSES (Fig. 105) 

A rug of real beauty may be woven with Pine-Tree borders at the ends and 
a center repeat of the famous Colonial Snowball pattern; all this with only 
six harnesses in a Summer and Winter threading, and a fairly simple draft. 

WARP PLAN 

Warp: Carpet warp, 8/4 or equivalent 
Weft: Pattern weft: rug wool or cotton rug yarn 
Tabby: Same as warp 
Threads per Inch: 15 or 16 
Width: For 15 per inch: 35 in. 

For 16 per inch: 33 in. 

Total Threads: 528 
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Treadles 

Fig. 105 — Summer and Winter Pine-Tree and Snowball rug draft 
for six harnesses. 


TIE-U P 

See Figure 105. 


THREADING PLAN 

Selvage 8 

Main Pattern: A-B, then B-C (37 units of 4 threads each — 

148 threads). Repeat 3 times 444 

Add A-B: 17 units of 4 threads each 68 

Selvage 8 

Total Threads 528 


The short draft at the top of Figure 105, ABC, is enlarged into the long 
draft below, A'B'C'. Thread the draft from right to left, repeating each unit 
as directed. Starting at the right of the short draft, the first unit on harness 6 
is enlarged to harnesses 1, 6, 2, 6, on the long draft. This is repeated 2 times. 

224 





Next is a unit of harness 5, enlarged to harnesses 1, 5, 2, 5, on the long draft, 
threaded only once. Add harnesses 1 and 2 thus to each unit. For a complete 
explanation see Chapter 22 on Summer and Winter, and the foregoing 
explanation of multiharness Summer and Winter in this chapter. Refer 
to Figure 104. 

WEAVING PLAN 

For weaving, see tie-up. Figure 105, treadle 1, harnesses 1-6; treadle 2, 
harnesses 2-6, etc., two treadles for each block. 

Each block unit is woven with 4 rows: first row pattern, such as treadle 1, 
followed by (a) tabby; second row pattern, treadle 2, followed by (b) tabby. 
In the following directions, read each row from left to right, completing 
four rows for each block. Then repeat these 4 rows as directed in furthest 
right column to form the Pine-Tree or Snowball parts of the pattern. 


Pine-Tree Border 


Pattern 

Tabby 

Pattern 

Tabby 

Number of Repeats 

Treadle 1 

(a) 

Treadle 2 

(b) 

Once 

Treadle 7 

(a) 

Treadle 8 

(b) 

Once 

Treadle 5 

(a) 

Treadle 6 

(b) 

Once 

Treadle 3 

(a) 

Treadle 4 

(b) 

Once 

Repeat the above 16 rows, 

2 or 3 times for base lines of tree. 

Treadle 1 

(a) 

Treadle 2 

(b) 

Once 

Treadle 7 

(a) 

Treadle 8 

(b) 

2 times 

Treadle 5 

(a) 

Treadle 6 

(b) 

3 times 

Treadle 3 

(a) 

Treadle 4 

(b) 

6 times 

*Treadle 5 

(a) 

Treadle 6 

(b) 

Once 

Treadle 7 

(a) 

Treadle 8 

(b) 

Once 

Treadle 3 

(a) 

Treadle 4 

(b) 

Once 

Repeat from 

3 units or 12 rows, 4 or 

5 times for tree branches. 

Treadle 5 

(a) 

Treadle 6 

(b) 

Once 

Treadle 3 

(a) 

Treadle 4 

(b) 

3 times (Top of tree) 

Snowball Center: First Motif. Outlining blocks for snowballs. 

Pattern 

Tabby 

Pattern 

Tabby 

Number of Repeats 

Treadle 1 

(a) 

Treadle 2 

(b) 

4 times 

Treadle 3 

(a) 

Treadle 4 

(b) 

Once 

Treadle 5 

(a) 

Treadle 6 

(b) 

Once 

Treadle 7 

(a) 

Treadle 8 

(b) 

Once 

Treadle 1 

(a) 

Treadle 2 

(b) 

Once 

Treadle 7 

(a) 

Treadle 8 

(b) 

Once 

Treadle 5 

(a) 

Treadle 6 

(b) 

Once 

Treadle 3 

(a) 

Treadle 4 

(b) 

Once 

Treadle 1 

(a) 

Treadle 2 

(b) 

4 times 
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Courtesy — Creative Crafts 


Fig. 106 — Handwoven panels of a screen in the Pine Tree and Snowball 
pattern. Summer and Winter technique. Both sides are shown. 
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Second Motif. Snowball. 


Pattern 

Tabby 

Pattern 

Tabby 

Number of Repeats 

Treadle 3 

(a) 

Treadle 4 

(i>) 

2 times 

Treadle 5 

(a) 

Treadle 6 

(b) 

2 times 

Treadle 7 

(a) 

Treadle 8 

(b) 

2 times 

Treadle 5 

(a) 

Treadle 6 

(b) 

Once only 

Treadle 7 

(a) 

Treadle 8 

(b) 

2 times 

Treadle 5 

(a) 

Treadle 6 

(b) 

2 times 

Treadle 3 

(a) 

Treadle 4 

(b) 

2 times 


Alternate the first and second motifs of the Snowball center as desired. 
End with the first motif. Then weave the Pine-Tree border backward, reading 
directions from left to right. 


MODERN WEB, AN E I G H T - H A R N E S $ 

RUG PATTERN (Fig. 107) 

Modern Web is a stunning rug texture based on much the same principle 
as Log Cabin. However, while Log Cabin is usually threaded in two colors 
of the same weight thread. Modern Web is threaded in one color only but 
with two weights of thread, a heavy thread and a fine one. 

If the heavy threads are lowered in the weaving, the weft shows clearly 
across the wide spaces; if the alternate fine threads are lowered, the weft 
shows less clearly. Thus blocks may be formed by providing for the tying 
down of the heavy warps in groups where desired, as shown in the sketch. 
Figure 107. The effect is still more pronounced when a heavy and a fine 
filler also alternate. In the draft of Figure 107, the notes to be threaded with 
the heavy warp are circled. 

WARP PLAN 

Warp: 8/4 or 8/3 carpet warp, or equivalent, and 4-strand cotton, or 
equivalent 

Weft: Two weights of rug yarn: such as cotton rugro and rug-weave yarn: 
or wool rug yarn and Germantown, doubled. No tabby binder. Weaving 
also can be done with a heavyweight weft only. The resulting texture is 
not as interesting. 

Threads per Inch: 15 or 16, two per dent in an 8-dent reed 
Width in Reed: 29 to 30 in.; weaves to 27 to 28 in. 

Total Number of Threads: 464 if heavy and fine 

THREADING PLAN 

Thread heavy warps through the even numbered harnesses, fine through 
the odd. If one weight of warp is used, we recommend threading with 
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Fig. 107 — "Modern 
Web," an eight- 
harness overshot 
pattern. 



Courtesy — 
Helen L Allen 


15 or 16 threads of carpet warp per inch. Use groups of three successive 
threads as triple warp; i.e., three successive threads through separate heddle 
eyes on same harness such as harness 6; follow with a single warp on next 
harness, harness 5; alternate thus, treating these three successive warp threads 
as one heavy warp. In sleying place the three consecutive and a single together 
through the same dent of the 8-dent reed; then skip a dent. This is really 
four threads to every two dents. Or if you do not have an 8-dent reed, 
sley the triple and single through a dent of a 15- or 16-dent reed, and skip 3 
dents. This method is desirable if one already has a carpet warp on the loom 
at 15 or 16 per inch, and wishes to try this rug, without having to change warp. 

228 





Threads 

Selvage: single strand carpet warp, harnesses 8, 7, 6, 5, 4, 3, 2, 1 . 8 

Main Pattern: A-B (64 notes on draft, requires twice as many 
threads if using carpet warp triple then single) — 128 threads 
B~C (64 notes on draft, requires twice as many threads) — 128 
threads 

Total ends of carpet warp necessary for A-B-C — 256 
Repeat A-B, then B-C, 3 times — Total threads 768 


Add ^-5 only 128 

Selvage: Harnesses 4, 3, 2, 1, 8, 7, 6, 5 8 

Total Threads 912 


THREADING PLAN FOR TWO DIFFERENT 
WEIGHTS OF WARP 

Instead of grouping the carpet warp to make a heavy strand you may prefer 
to use a heavy warp such as 4'Strand cotton alternating with a finer warp such 
as carpet warp. In this case, you will need only four heavy warps and four fine 
warps per inch, the heavy ones threaded on the even-numbered notes, 6, 8, 2, 4, 
and the fine on the odd-numbered notes, 5, 7, 1, 3. Thread singly through the 
heddle eyes but sley a heavy and a fine together through every other dent 
of an 8-dent reed. This requires only 8 threads per inch and the total number 
of threads is half as many as required for the carpet warp groups. 

Selvage: Single strands of carpet warp sleyed 2 per dent in 8-dent 


reed — harnesses 8, 7, 6, 5, 4, 3, 2, 1 8 

Main Pattern: A-B, 64 threads, plus B-C, 64 threads: total, 128 

Repeat A-B, then B-C, 128 threads, 3 times 384 

Add A-B only 64 

Selvage: Harnesses 4, 3, 2, 1, 8, 7, 6, 5 8 

Total Threads 464 


WEAVING PLAN 

The numbers given for each block in the following refer to treadles in 
the tie-up. Each row of weaving requires two treadles to be depressed at 
the same time, i.e., four harnesses. For instance, block (a) below depresses 
treadles 4 and 7. This includes harnesses 6 and 8 and 2 and 3; four harnesses 
in all. This is the case for the treadling of all the blocks. 

Eight blocks are given in the directions: a, b, c, d; and a', b', c', d'. Com- 
bine these as follows: Weave sections of a, b, c, d; or a, b', c, d'; or a', b, 
c', d; or a', b', c', d'; or any succession of the eight blocks given below. 
These blocks are expanded into complete weaving directions. 
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Block (a) Treadles 4-7, heavy; 
Treadles 3-8, fine 
Repeat 3 times 
Add 4-7, fine 

Block (b) Treadles 4-8, heavy 
Treadles 3-7, fine 
Repeat 3 times 
Add 4-8, fine 

Block (c) Treadles 1-5, heavy 
Treadles 2-6, fine 
Repeat 3 times 
Add 1-5, fine 

Block (d) Treadles 2-5, heavy 
Treadles 1-6, fine 
Repeat 3 times 
Add 2-5, fine 

Block (a') Treadles 3-8, heavy 
Treadles 4-7, fine 
Repeat 3 times 
Add 3-8, fine 

Block (b') Treadles 3-7, heavy 
Treadles 4-8, fine 
Repeat 3 times 
Add 3-7, fine 

Block (c') Treadles 2-6, heavy 
Treadles 1-5, fine 
Repeat 3 times 
Add 2-6, fine 

Block (d') Treadles 1-6, heavy 
Treadles 2-5, fine 
Repeat 3 times 
Add 1-6, fine 

BRONSON ON EIGHT HARNESSES FOR 
TEXTURE MATS 

The Bronson weave, not limited to its openwork effect only, may be 
interpreted in an attractive texture for rugs or runners. It is especially inter- 
esting if woven on more than four harnesses, for each added harness makes 
possible another block to increase the scope of the design. As openwork, 
Bronson is woven with one weft only; but if used for heavier textures, it is 
woven with both pattern and tabby, a heavy pattern yarn, and a finer tabby 
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binder. A row of pattern is followed by the first tabby, and a second row 
of pattern by the alternate tabby. Following are the blocks possible on looms 
of various harnesses. The blocks of four-harness Bronson are given in 
Figure 96. 

FOUR-HARNESS BRONSON 

(a) Bloc^: harnesses 1, 3, 1, 3, 1, 2 
(J?) Blochj. harnesses 1, 4, 1, 4, 1, 2 
Tabby: harness 1 alone; harnesses 2, 3, 4 together 

FIVE-HARNESS BRONSON 

(a) and (b) Blocks: Same as in four-harness 

(c) Bloc\: harnesses 1, 5, 1, 5, 1, 2 

Tabby: harness 1 alone; harnesses 2, 3, 4, 5 together 

SIX-HARNESS BRONSON 

{a), (b), and (c) Blocks: Same as in five-harness 

{d) Blockj harnesses 1, 6, 1, 6, 1, 2 

Tabby: harness 1 alone; harnesses 2, 3, 4, 5, 6 together 

SEVEN-HARNESS BRONSON 

(fl), {b), (c), and (d) Blocks: Same as in six-harness 

(<r) Block: harnesses 1, 7, 1, 7, 1, 2 

Tabby: harness 1 alone; harnesses 2, 3, 4, 5, 6, 7 together 

EIGHT-HARNESS BRONSON 

(a), (b), (c), (d), and (<?) Blocks'- Same as in seven-harness 
(/) Block: harnesses 1, 8, 1, 8, 1, 2 

Tabby: harness 1 alone; harnesses 2, 3, 4, 5, 6, 7, 8 together 

A BRONSON RUG WITH PLAIN 
WEAVE BORDER 

WARP PLAN 

Warp: Carpet warp 8/4 or equivalent set at 10 to 12 per inch 
Weft: Pattern; Wool or cotton rug yarn; or evenly cut wool thrums 
Tabby: Carpet warp or a yarn finer than pattern filler 

THREADING PLAN 

Thread right to left on your loom: 

Right Border: Plain weave, harness 1 then harness 2. Repeat for 2 in. 
Center: Develop the blocks given above for eight-harness Bronson in the 
following order: blocks (a), (b), (c), (d), (e), (f), (a), (f), (e), (d), 
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(c), (b). Repeat all. At the end of the entire threading add Block (a). 
A development consists of replacing each block with its six harnesses. 
For instance, Block (a) becomes harnesses 1, 3, 1, 3, 1, 2; Block (e) 
becomes harnesses 1, 7, 1, 7, 1, 2. Follow above detailed notations for 
each block. 

Left Border: Plain weave — harness 1 then harness 2. Repeat for 2 in. 
Note: One repeat of the center motif, 12 units of 6 threads each, covers 
about 6 in. Plan the rug design accordingly. 

TIE-UP 

Tie up the harnesses in the second column below to the treadles in the 
third column. The tie-up given is for a jack loom. 


Pattern: Bloc\ 

Harnesses 

Treadles 

a 

2-4 

1 

b 

2-3-5 

2 

c 

2, 3, 4, 6 

3 

d 

2-3-4-5-7 

4 

e 

2-3-4-5-6-8 

5 

f 

2-3-4-5-6-7 

6 

Tabby: First tabby 

1 alone 

7 

Second tabby 

2-3-4-5-^7-8 

8 


In planning Bronson designs, use any or all of the above blocks. The design 
given here produces a point, and, when woven in reverse, a diamond. 

WEAVING PL AN 

Follow each row 6f pattern rug yarn with a row of tabby, using carpet 
warp. Read the following rows from left to right, each block or woven section 
consisting of four rows in all, two each pattern and tabby, thus: treadle 1, 
pattern; treadle 7, tabby; treadle 1, pattern; treadle 8, tabby. Then repeat 


these four rows 

to square the pattern, or 

as far as desired. 


Pattern 

Tabby 

Pattern 

Tabby 

Treadle 1 

Treadle 7 

Treadle 1 

Treadle 8 

Treadle 2 

Treadle 7 

Treadle 2 

Treadle 8 

Treadle 3 

Treadle 7 

Treadle 3 

Treadle 8 

Treadle 4 

Treadle 7 

Treadle 4 

Treadle 8 

Treadle 5 

Treadle 7 

Treadle 5 

Treadle 8 

Treadle 6 

Treadle 7 

Treadle 6 

Treadle 8 

Treadle 1 

Treadle 7 

Treadle 1 

Treadle 8 


These last four rows, treadles 1, 7, 1, 8, form the center. Reverse from here, 
reading each line always from left to right, thus, treadles 6, 7, 6, 8, etc. 
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The finished rug shows blocks of plain weave separating alternating blocks 
of Herringbone and M's and O's. 

Fig. 108 — Rug design combining herringbone and M's and O's. 


RUG DESIGN COMBINING HERRINGBONE AND 
M'S AND O'S ON FOUR HARNESSES (Fig. 108) 

Many attractive pattern textures may reveal new lights and shadows when 
arranged alongside other textures. Such an arrangement as that in Figure 108 
creates a pleasing textural effect. While the three distinct textures of this 
design might seem to indicate a multiharness draft, only four harnesses are 
required. However, it seems suitable for placement in this chapter, since it 
produces much the same type of rug as that in Figure 103. 

Both the herringbone and M’s and O’s techniques are one-shuttle weaves; 
hence this rug draft is an efficient and economical way to thread a loom. 
The diagonal texture of the herringbone is in good contrast to the units of 
the M’s and O’s blocks in which the texture lines are parallel to warp and 
weft. The blocks made by these two textures alternate with squares of 
a mottled weave not far removed from plain weave. 

The draft gives one repeat each of the herringbone and M’s and O’s sections. 
In threading the warp, repeat these two in succession as desired. Begin and 
end with herringbone section for an odd number of units across the warp. 
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WARP PLAN 


IVarp: 8/4, 8/3, or 5/3 cotton; or 10/2 linen 
JVeft: Rug yarn, no tabby 
Threads per Inch: 10 or 12 
Width: 25 or 30 in. 

Total Threads: 309 

THREADING PLAN 


Threads 

A-D 63 (Herringbone) 

D-I 60 (M’s and O’s) 

A-D 63 (Herringbone) 

D-Z 60 (M’s and O’s) 

A-D 63 (Herringbone) 


Total Threads 309 

TIE-UP 

Regular 6-treadle tie-up given in Figure 108. 


WEAVING PLAN 

Alternate the herringbone and M’s and O’s blocks below. 
Herringbone 


Harnesses 

Treadles 

Repeats 

Humber of Rows 

1-2; 2-3; 3-4; 4-1; each once 

1,2, 3, 4 

4 times 

16 

3-4; 2-3; 1-2; 4-1; each once 

3, 2, 1,4 

3 times 

12 

Add 3-4; 2-3; 1-2 each once 

3,2,1 

once only 

3 

M’s and O’s 

Total Rows 

31 

1-3; then 2-4 

5 then 6 

3 times 

6 

1-2; then 3-4 

1 then 3 

3 times 

6 

1-3; then 2-4 

5 then 6 

3 times 

6 

1-2; then 3-4 

1 then 3 

3 times 

6 

1-3; then 2-4 

5 then 6 

3 times 

6 


Total Rows 30 


Heading at Rug Ends: Weave with carpet warp. 

1-4; then 2-3 4 then 2 Repeat to desired width. 

The alternation of these two harness combinations results in a weave very 
similar to plain weave, but not quite the same. It is the nearest texture to plain 
weave which can be secured on an M’s and O’s threading, and therefore serves 
as the rug heading in M’s and O’s rugs. In this case where there are both 
M’s and O’s and herringbone sections, it serves equally well. 
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CHAPTER 21 

Two-Warp (Double-Beam) Rugs 


This type of rug has two thicknesses bound together by its weave. It is 
double the thickness of the usual handwoven rug, with its heavy and firm 
texture lying flat on the floor. It lasts longer than many types, and not only 
sells better than others but brings a higher price because of its durable con- 
struction and the added amount of material used to make it. Its thick 
quality gives a satisfying feeling to the foot. Its design potentials are consider- 
able. Because of its many advantages it is well worth the while of the rug- 
maker to investigate. However, to make this type of rug, the loom must 
have two warp beams since there are two warps coming forward at different 
tensions. We shall term these the “straight” warp and the “sewing” warp. 
Examples of rug designs suitable for two-beam looms are shown in Figures 
53, 96, 109, and Nos. 1, 3, 4, Figure 94. A loom of four harnesses is used 
for two-block designs in this technique, and looms of more than four harnesses 
for designs with more blocks. 

TEXTURE AND DECORATIVE USE 

While each of the two surfaces of a two-warp beam rug resembles a 
flat rug in plain weave, their combined texture is soft, smooth, and 
cushiony. These rugs make wonderful floor coverings for living rooms. 
Long narrow double-beam rugs also are good for hallways. The rugs should 
not be too small; their feeling of weight suggests a rug measuring at least 
30 by 42 in. or larger, and these can be made mto sets of rugs for rooms if 
desired. The large block designs most often used make this type of rug 
excellent for modem decoration. Its simplicity makes it generally useful in 
any home. 

DESIGN AND COLOR 

A double-surface rug is made somewhat like a double weave except that 
the two fabrics are bound together by continuous warp threads that sew or 
tie them together throughout the texture. Two separate weft colors are used, 
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Fig. 109 — A two-warp beam rug of durability and beauty with 
reversible design. 


and when one shows on the upper surface, the other shows on the lower 
surface. Designs are vertical and horizontal following the lines of warp 
and weft; but rectangular forms can be of any size, as shown in Figure 94. 
The colors selected for these adjacent forms should be carefully chosen either 
in contrasting tones or complimentary colors. Dark and light can be balanced 
to suggest borders and a center as in the rug of Figure 109. 

DESIGN POSSIBILITIES 

Two block designs are possible on a four-harness loom, and for each 
additional block an extra harness is required, as five harnesses for three 
blocks, six for four blocks, etc. 

The two-warp beam method also provides a tool for weaving free designs 
into rugs of double thickness. As such, there is no technique in this book of 
greater use to the creative weaver in producing rugs of free forms keyed 
to contemporary decoration. 
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MATERIALS 

Warp. In two-warp beam rugs with their two warps, regulation 8/3 or 8/4 
carpet warp is used for both. One of these warps, called the “sewing” warp, 
stitches under and over the double thickness of the filler, passing up and 
down in the form of a figure eight, and in so doing crosses back and forth 
over the other warp, called the “straight” warp, which lies straight between 
the two surfaces of filler. There is therefore much more take-up to the sewing 
warp, and this should be twice the length of the straight warp. There is also 
more tension on the hidden straight warp than on the sewing warp. The 
latter is taken up rapidly as it passes back and forth from the under to the 
upper surface and around the filler appearing on both surfaces. Since the 
straight warp is hidden, it may be any color, and it is easier to thread these 
two warps if the two warps are different colors. 

Filler. The filler can be wool or cotton; wool rug yarn makes very 
beautiful rugs of this type. Cotton rug yarn, 3- or 4-ply, can be used effectively. 
Chenille is excellent, and evenly cut rags also make good weft; a plain rag 
used for one of the wefts with a figured rag for the other makes a stunning 
rug design. 

There is no tabby binder, of course, since two shuttles of filler in two 
contrasting colors weave alternately on the “on-opposites” principle. However, 
one should plan to weave a heading, and for this use carpet warp. 

EQUIPMENT 

How to Add an Extra Beam to the Loom, (Fig. 110). The loom, either 
jack or counterbalanced, must have two warp beams. It is not hard to make 
a loom into a double-beam type. It must be an extra strong floor loom. 
The extra beam is added at the back above the regular warp beam and 
should be more or less the same in size as that used on the loom. Rein- 
forcing bars or braces will hold it in place. It must turn freely and must 
have a separate slip tension, and this should be adjustable to feed as necessary. 
Use an extra beam with brake drums at both ends, A, Figure 110. These 
may be supported by an extension beam, B, projecting at the back of the 
loom above the other beams, C, and fastened to the loom with strong 
bolts. The back beam of the loom is shown at D. Over the brake drums of 
the added beam, run rubber or web upholstery straps for tension, as at E. 
Tension is obtained by hanging a sack with sand in it at each side, F. To make 
more tension, add sand to both sacks, and to relieve tension, take out sand. 
The straps, E, should be so installed as to get as much traction or braking 
contact as possible. For this reason, attach the straps to the loom with a 
heavy screw, G, much lower than the center of the brake drum, A. Each 
strap, E, fastened to its screw, G, travels up and around the brake drum, and 
hangs down in back with its bag of sand, F. 
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The warp that comes from the regular beam, C, is marked ], arrow, and is 
shown traveling up and over the back beam, D, toward a heddle at the front 
of the loom, L. The extra beam and brake drums, A, must be so placed that 
the added warp threads traveling around them (see slanting thread just above 
K, arrow) will lie just a little lower than the level of the regular warp, J. 
This pulls the new warp down firmly, and keeps it traveling along on the 
same level as the regular warp while passing to the heddle eyes, L. 

If at any time this arrangement does not give enough tension, tie a cord 
around the hanging strap, E, and pull it in toward the loom, as at arrow, M. 
In other, words you need all the contact of the strap to the brake drum that 
you can get. See Figure 110. Half the warp threads are distributed on each 
beam. The regular warp beam, C, is called the “straight-warp” beam, with 
threads coming forward in pairs, J, and passing midway between the upper 
and lower rug surfaces. The added loom beam. A, is called the “sewing-warp” 
beam, with threads coming forward singly, from lowest point of A drum, 
as at K, to form the warps for the upper and lower surfaces. Warp 
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the thread in the usual way, 16 single threads per inch, 8 threads per inch on 
each beam; then combine the threading as directed here. 

METHOD: TWO-WARP RUGS ON FO UR- HARNESS 
LOOMS (Figs. 109-111) 

Warping Plan 

Warp: 8/4 or 5/3 cotton 

Wejt: Pattern filler, cotton or wool rug yarn, or chenille 
Threads per Inch: 16, 8 on each beam 
Width: 28% in. 

Toted umber of Threads: 456 

Toted Number of Sewing-Warp Threads: 228 

Total Number of Straight-Warp Threads: 228 

Total Threads: 456 


EXPLANATION OF THREADING DRAFT (Fig. Ill) 

Each Mar\ (:) represents a pair of threads on the regular or straight-warp 
beam. 

Eeich bdar\ (x) represents a single thread on the extra beam for the 
tying warp, but note that two of the (x) warps always appear in succession, 
although on different harnesses. The threading calls for two (x) warps. 


then two (:) warps, etc. 

Right Border: 50 sewing warps on harnesses 1-2 50 

50 straight warps on harness 3 50 

Center: 128 sewing warps on harnesses 1-2 128 

128 straight warps on harness 4 128 

Left Border: 50 sewing warps on harnesses 1-2 50 

50 straight warps on harness 3 50 

Total Warps: 456 


THREADING DRAFT IN DETAIL (Fig. Ill) 

First Fart of Right Border 

A-B (34 straight warps on harness 3; 34 sewing warps on 
harnesses 1-2) 

Second Fart of Right Border 

B-C (8 straight warps on harness 4; 8 sewing warps on 

harnesses 1-2) 

C-D (8 straight warps on harness 3; 8 sewing warps on 
harnesses 1-2) 


Threads 

68 


16 

16 

100—100 
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Total Border: 
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Fig. n 1 — Draft for double- 
beam two-warp rug. Method 
of picking-up design. 


Picked- up Design 

Center: Consists of a continuous repeat of D-E, 4 threads 
(2 straight warps on harness 4; 2 sewing warps on harnesses 
1 - 2 ) 

Repeat 64 times (128 sewing warps, 128 straight warps) 

Total Center: 256- 




Left Border: Thread C to D just as above 16 


Thread B to C just as above 16 

Thread A to B just as above 68 

Border IM — 100 

Total: 456 


Process of Threading. To carry out the foregoing threading plan, first 
thread all the way across with threads from the sewing-warp beam; i.e., 
thread harness 1, then harness 2, then skip a heddle on harness 3 and one 
on harness 4; thread harness 1, then harness 2, then skip one on harness 3 
and one on harness 4. Repeat all the way across the warp. The skipped 
heddles are for the straight warps which go between the sewing warps. Leave 
one on each harness to provide the weaver with a choice of design. Shove the 
extra heddles along in between the others. When finished, lift these sewing 
warps up out of the way with a bar; then thread the straight-warp threads, 
as shown in the draft, a pair together through one heddle either on the third 
or fourth harness as designated in the draft or your own design, leaving the 
imused heddle empty. 

Note that the draft calls for quite a section of harnesses: 1 and 2 (x), 
then harness 3 (:), before changing to harnesses 1 and 2 (x), then harness 
4 (:). These sections on harnesses 3 and 4 represent the dark and light 
portions of the rug; see design. Figure 109. When harness 3 is used, the wefts 
will appear light on the right side and dark on the wrong side; and when 
harness 4 is used, they will appear dark on the right side and light on the 
wrong side. These sections on harnesses 3 and 4 act as the two blocks of 
this rug. 

Knowing this, the threading may be altered at will, making a wide or 
narrower border, as at A-B, Figure 111, (harnesses 1-2 [x] and harness 3 [:]); 
then several light and dark bands between border and center, B-C (harnesses 
1-2 [x] and harness 4 [:]); also C-D (harnesses 1-2 [x] and harness 3 [:]). 
Finally the center follows, composed on a continuous repeat, D-E (harnesses 
1-2 and harness 4 [:]). Work out such a plan on graph paper. See ABODE 
in both draft and rug plan of Figure 111. 

WEAVING PLAN 

In addition to tabby, harnesses 1-2 and 3-4, eight combinations are used 
in this treadling, with a ninth for pickup design if desired. Since most 
four-harness looms have only four or six treadles, it is best to make a direct 
tie-up of harness 1 to treadle 1; harness 2 to treadle 2; harness 3 to treadle 3; 
harness 4 to treadle 4. Use both feet to obtain the combinations given below. 
If, however, the loom has eight treadles, use the tie-up given in Figure 111. 
This technique works best on a jack loom although a counterbalanced (CB) 
may be used. 
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To start rug, weave plain weave with two threads up and two down, 
using carpet warp: harnesses 1-2 followed by harnesses 3-4. For the two 
color effects, prepare two fillers of rug yarn or smooth cut rags of blending 
or contrasting colors, light (L) and dark (D). 

(a) Block. This is used for all light parts of sketch. Figure 111, top right. 


T readies Counterbalanced 

]ac\ 

Direction and Color 

1 

1, 3, 4 

2 

Weave dark color from right to left 

2 

1 alone 

2, 3, 4 

Light, from right to left 

3 

2, 3, 4 

1 

Dark, from left to right 

4 

2 alone 

1, 3, 4 

Light, from left to right 

(b) Block. This is used for all dark parts of sketch. Figure 111, Band 
B-C, and Onter, D-E. 

Counter- 

Treadles balanced 

Jack^ 

Direction and Color 

5 

1-3 

2-4 

Weave dark, right to left 

6 

1-4 

2-3 

Light, right to left 

7 

2-3 

4-1 

Dark, left to right 

8 

2-4 

1-3 

Light, left to right 


WEAVING PLAN-ENTIRE RUG (Fig. Ill, right) 

Heading. Weave plain weave with carpet warp over pairs of warp: 
harnesses 1-2, then 3-A. 

First Border. Weave A-B, (a) block, 4 to 6 in.; B-C, (b) block, 1 in.; 
C-D, (a) block, 1 in. 

Center, D-E. Repeat (b) block as far as desired. 

Last Border. Same as first border reversed: C-D, (a) block, 1 in.; B-C, 
(b) block, 1 in.: and A-B, (a) block, 4 to 6 in. 

Heading. Same as above. 

MULTIHARNESS TWO-WARP DESIGNS 

If a multiharaess loom is used, there can be more blocks in the design 
than the two given here for four-harness. Each additional block of the design 
requires one more harness. Four-harness two-warp yields two blocks; five- 
harness, three; six-harness, four; etc. See the threading notation for each 
additional block given below. 

1: (3-harnesses) harness 1, one sewer, (x); harness 2, one sewer (x); 
harness 3, two straight warps ( : ). Blocks 2: (4-harnesses) harness 1, one 
sewer (x) ; harness 2, one sewer (x) ; harness 4, two straight warps ( : ) • 
Bloc\ 3: (5-harnesses) harness 1, one sewer (x) ; harness 2, one sewer (x) ; 
harness 5, two straight warps ( t ). Bloc\ 4: (6-harnesses) harness 1, one 
sewer (x); harness 2, one sewer (x); harness 6, two straight warps ( : ). 
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In weaving, follow the method of first using the straight warps with har- 
ness 1, then with harness 2, alternating any combination of blocks thus: 


TWO-WARP 

RUG ON FIVE 

HARNESSES: 

THREE-BLOCK EFFECTS 



First Effect: 

Counterbalanced 

Jack 



Harnesses 

Harnesses 

Direction and Color 


1,3,4 

2-5 

Weave dark, right to left 


1-5 

2,3,4 

Light, right to left 


2,3,4 

1,5 

Dark, left to right 


2-5 

1, 3,4 

Light, left to right 

Second Effect: 


1-3 

2,4,5 

Weave dark, right to left 


1-5 

2,3,4 

Light, right to left 


2-3 

1,4,5 

Dark, left to right 


2-5 

1, 3,4 

Light, left to right 

Third Effect: 


1-4 

2,3,5 

Weave dark, right to left 


1-5 

2,3,4 

Light, right to left 


2-4 

1,3,5 

Dark, left to right 


2-5 

1,3,4 

Light, left to right 

PICKI 

ED-UP FIGURES IN 

DOUBLE-BEAM 


RUG (F, Fig. Ill) 


Any simple figure designed on graph paper can be woven into this type 
of rug by the use of a pickup stick. The figures are woven as part of its 
smooth, even, unaltered structure. The parts of the design which are dark 
on one side with a light background become light on the other side with 
a dark background. The interplay of the warps takes care of the color 
reverses. 

If a rug with figxures is woven, the filler used should be somewhat lighter 
in weight than the coarse rug yarn used for 2-block rugs of similar straight- 
line designs of single thickness. Both wool rug yarn and cotton chenille are 
excellent. Bath-mat yarn, rug-weave yarn, or tufting cotton may all be used. 
Narrow rags, carefully cut, can be used. 

Two colors are chosen, both the same thickness. Call the darker one the 
pattern, and the lighter the background. The dark filler corresponds to the 
dark squares of the design, the light to the background. 
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METHOD FOR FREE DESIGNS IN PICKUP 
ON FOUR-HARNESS LOOM 

The principle is to raise the straight-warp threads, use this shed for the 
pickup design, then use the two sheds of the sewing warp for the binding. 
Use the same threading as given here. Figure 111, or any threading based on 
this principle, since the pattern is always laid across a shed with all the 
straight-warp threads up. Thus the same double-weave threading can serve 
for a rug in which the pattern is set to certain width blocks as at A-B, B-C, 
etc.. Figure 111, or one in which the weaver plans to create a free design. 

WEAVING PLAN 

See the regular tie-up. Figure 111, and the special tie-up for picked-up 
design. Here the former treadles 1, 3, 9 are grouped together and may be 
renumbered 1, 2, 3, if desired. 

With two colors, weave several inches of dark background, then a short 
space of light weft, alternating (a) and (b) blocks, as described under the 
weaving plan above. You are now ready to weave your figure from the 
graph-paper plan. Figure 111. The first row of the design is dark; therefore 
weave one complete band of the (b) block. The next row is marked F. 1 
and is the first row of pickup. 

There are eight steps to follow for each row of squares on the graph paper, 
but they make only four rows. The succession is soon memorized. While 
the pickup figures take a little longer to weave than blocks, the resulting 
rug justifies the effort. Start laying in the first design row above dark bottom 
row, F. 1, Figure 111. 

Step 1. Straight warps up, treadle 9 (jack, harnesses 3-4) (counterbalanced, 
harnesses 1-2). 

Insert a pickup stick in front of the reed under the desired number of the 
straight warps, allowing each two pairs of straight warps, i.e., 4 actual threads, 
to correspond to a square of graph-paper design. 

Pick up the dark squares of the design, and skip over the light squares. 
For instance, in F, Figure 111, row 1, pass the stick under the warps to 
correspond to one square (i.e., 2 pairs of straight warps, 4 threads); skip 6 
squares (12 pairs of straight warps, 24 threads) ; pick up one square (2 pairs, 
4 threads); skip 6 squares (12 pairs, 24 threads), etc., across the pattern. 

Step 2. Treadle 1 (jack, harness 2) (counterbalanced, harnesses 1, 3, 4). 

Let the pickup stick with its warps ride on top of the shed while you 
weave the background or light color under the stick through the shed just 
made. To make the shed wider push the pickup stick back against the reed. 

Step 3. Treadle 9 (jack, harnesses 3-4) (counterbalanced, harnesses 1-2). 

Pick up all straight warps not picked up before, or the warps which form 
the background of the design. 
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Step 4. Treadle 1 (jack, harness 2) (counterbalanced, harnesses 1, 3, 4). 
Let the pickup stick ride on the top of the shed while you weave with 
pattern color, dark. 

Step 5. Treadle 9 (jack, harnesses 3-4) (counterbalanced, harnesses 1-2). 
Pick up the same pattern threads as under Step 1. 

Step 6. Treadle 3 (jack, harness 1) (counterbalanced, harnesses 2, 3, 4). 
Weave the background color, light. 

Step 7. Treadle 9 (jack, harnesses 3-4) (counterbalanced, harnesses 1-2). 
Pick up the same background threads as in Step 3. 

Step 8. Treadle 3 (jack, harness 1) (counterbalanced, harnesses 2, 3, 4). 
Weave the pattern color, dark. 
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CHAPTER 28 

Twice Woven and Double-Weave Rugs 

TWICE-WOVEN RUGS 

What can be done with worn-out or outmoded rugs? The modern hand- 
weaver can answer this, as well as commercial rug companies that reprocess 
old rugs. Cut the old rugs into strips and weave them again into rugs which 
have a semipile texture. Some of the most durable and attractive rugs are 
made by cutting up threadbare carpets, such as old Ingrain or Wilton, and 
weaving the strips into a heavy rug. These rugs make heavy, durable hall 
rugs or door mats. One of the authors used four of them in her living 
room for fifteen years, and they are still good. The strips must be cut from 
rugs not too loosely woven in the first place, or the new rug will have too 
shaggy an appearance, as the cut threads come up through the warps. A 
moderate amount of frayed edge is good and makes the soft, short pile 
surface. The rugs should be clean, of course, and when woven through bright 
colorful warps present a fresh new look. 

TEXTURE AND DECORATIVE USE 

Twice-woven rugs are among the heaviest and most satisfactory of hand- 
made rugs. They are always thick, heavy, and soft to the foot. The cut edges 
of the weft produce both unusual textures and colors; and, since the weft 
always turns slightly in the shed, lights and shadows are bound to appear. 
Mottled effects often come unexpectedly as a pleasant surprise. These rugs 
can be used in modern interiors. Their heavy texture makes them a welcome 
type for the more lived-in rooms of a home. A full-size-room rug of this type 
is shown in Figure 113. 

DESIGN AND COLOR 

The color and design of these rugs depend upon the character of the rug 
cut up for weft. Usually the rugs are hit-and-miss in effect, rather low in 
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tone, but always interesting. The new warps give them a fresh appearance; 
they can be used to give the finished rugs bright, cheery fringes or they can 
be arranged in bands of alternating colors, in an intriguing alignment of 
black and white, or in one solid hue. 

By keeping definite color sections of the old rug in separate piles, attractive 
borders can be placed at the rug ends. Two old rugs of different colors may 
also be combined to form new rugs with the background of one rug color and 
the border of the other. 

EQUIPMENT 

For these thick, twice-woven rugs with a rather unwieldy weft, a strong floor 
loom is required. The rugs are most often woven on a plain-weave shed, 
although twill may be used. 

The loom should have a heavy beater, and the weaver should have large 
rug shuttles. 

MATERI Al 

Close-grained rugs or carpets may be used, as well as worn handwoven 
rugs which are not too coarse and are made on a closely set warp in a well- 
tied-down weave like Summer and Winter or Crackle. Rugs made of rug- 
weave yarn, 3-ply rug yarn, wool rug yarn, and fine silk strips or wool thrums 
may all be recut. Commercially woven rugs offer the best material if worn 
thin, and provide beautiful new rugs for the effort. Regular rag rugs in 
plain weave should not be used, as they are too coarse. However, most rag 
rugs can be unraveled if the warp wears out before the filler. A bright 
colored warp will freshen up the appearance of perfectly good rags; just un- 
ravel, cut the warp ends off as you go, roll rags into balls, and reweave. 

WARP AND SETTING 

When a rather heavy weft material is used, the warp must be strong. Use 
carpet warp, 8/4, set double at 6 pairs per inch; or 10/5 finen or 4/4 cotton 
warp set at 6 singles per inch. For very heavy strips, use heavy warp 
at 4 pairs per inch. In this case, the warp is too sparse for fringe tying, but 
a fringe of rug wool in the colors of the rug can be added as shown at 0, 
Figure 129. An added fringe of wool is shown on a finished rug, Figure 24. 

CUTTING THE RUGS INTO STRIPS (Fig. 112) 

Cut the old rug in strips parallel to the warp, as shown at A, Figure 112. 
The old ends of weft will spring out in a fringelike edge. Some strips will 
curl. Use them in the new weaving way. 

Each old rug texture has its own character. Do not cut the strips so 
narrow that they will fall apart. Experiment to find the best width for your 
strips. 
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Fig. 1 12 — Method of cutting and weaving twice-woven rugs. 


WEAVING THE CUT STRIPS (B, Fig. 112) 

The important thing in weaving rugs of this type is to beat the rows 
very tightly together. The threading can be plain weave or twill and the 
filler will add its own character to these textures. Use a large shuttle, and 
remove loose ends as you proceed. At B, Figure 112, see the nature of the 
weaving. 

CHENILLE EFFECT (Fig. 113) 

Rugs of this type look like chenille and often are given that name, although 
the term “twice-woven” is more descriptive. The Word “chenille” should be 
left for rugs with a warp take-up described in Chapter 6, Figures 29 and 30. 
While the allover living-room rug in Figure 113 is woven with strands of 
heavy, rough chenille ready for the loom when purchased, the same restful 
allover effect is obtainable by planning a twice-woven rug from used, formerly 
woven rug fabrics. 

DOUBLE-WEAVE MATS. 

ENCLOSED SEAT CUSHIONS. CARPET BAGS 

DOUBLE-WEAVE MATS 

It is possible to weave a mat in double weave on two surfaces with color 
changes on a four-harness loom. While pattern figurations in double weave 
cannot be made on a four-harness loom, two-block designs, like those of 
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Figures 53; 93, right; 94, No. 4; and 96, can be worked out. Use rug-weave 
yarn in two colors; the resulting texture is double the thickness of an ordinary 
rug-weave yarn mat. 

Here is the way to thread and weave designs in double weave with two 
colors. The colors change at the same points where the lines of the block 
change, becoming dark above and light below instead of light above and 
dark below. This shows the colors in the block squares. It differs from the 
two- warp, beam-rug product in that, in double-weave, the two surfaces are 
connected only at the points of change between blocks, whereas in the two- 
warp type, they are firmly fastened throughout. 

Threading 

Use a jack loom preferably; if a counterbalanced loom is used, even up 
the harness combinations where three harnesses are woven against one, by 
pulling the harnesses apart to give a better shed. 

Unit (a): Thread harnesses 1, 2, white; harnesses 3, 4, red. 

Unit (b): Thread harnesses 1, 2, red; harnesses 3, 4, white. 

The warp must be set twice as close as is usually used. 

To thread the designs in Figure 96 follow the draft from right to left 
(such as the draft, '‘M’s and O’s”) Unit (a) first row, 3 units; Unit (b) second 
row, one unit; Unit (a), once; Unit (b), once; Unit (a), 5 times, center, etc. 
Replace each unit of M’s and O’s with the two-color units just given — for 
Unit (a): harnesses 1, 2, white; harnesses 3, 4, red; for Unit (b): harnesses 
1, 2, red; harnesses 3, 4, white. 



Courtesy — Dorothea Englemon 

Fig. 1 13 — Allover living room rug woven with chenille 
filler similar to strips of twice-woven rugs. 
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Weaving 

For plain weave, weave with carpet warp, harnesses 1-3; 2-4. For the 
blocks choose two colors similar to the two warp colors, in this case white and 
red rug-weave yarn. 

First Bloc\ E'ffect: 

Row 1: Counterbalanced: harnesses 1, 2, 3 together; then harnesses 1, 2, 4; 
jack: harness 4 then harness 3. Weave with red; makes upper 
fabric red. 

Row 2: Counterbalanced: harness 1 alone; then harness 2 alone; jack: 
harnesses 2, 3, 4; then 1, 3, 4. Weave with white; makes lower 
fabric white beneath the red. If you now change to second block 
you will find that the colors reverse at point of change, but first 
repeat these two rows to square the block. 

Second Bloc\ Effect: 

Row 3: Counterbalanced: harnesses 2, 3, 4; then harnesses 1, 3, 4; jack: 
harness 1; then harness 2. Weave with white; makes upper 
fabric white. 

Row 4: Counterbalanced: harness 3 alone; then harness 4 alone; jack: 
harnesses 1, 2, 4; then harnesses 1, 2, 3. Weave with red; makes 
lower fabric red beneath the white. 

Repeat these two rows to square the block. 

The (a) and (b) units are always of the opposite color to each other both 
above and below. Weave the successive blocks of your draft as-drawn-in, 
squaring each as it occurs along the diagonal. The blocks alternate, producing 
a plaid red and white surface, double thickness. 

ENCLOSED SEAT CUSHIONS 

A tubular fabric can be made on this same threading by weaving con- 
tinuously with one weft only. The order of the treadles is changed, and 
one weaves first above on row 1, then below on row 2. The tube can be closed 
at the start with a section of plain weave after which the tubular part is 
woven, stuffed with kapok right on the loom, then woven closed at the 
end with plain weave again. This makes a pin cushion or a small pillow. If 
closed at the starting end only, the result is a seamless bag open at the top. 

Set warp twice as close as usual. If the loom is threaded to the striped 
threading given in the preceding with units (a) and (b), the pattern will come 
up in colored stripes. If harnesses 1, 2, 3, 4 are threaded to one unit only, such 
as unit (a), harnesses 1, 2, white; harnesses 3, 4, red, and repeating continually, 
the result will be an upper surface throughout of red and a lower surface of 
white. This arrangement has been chosen for the tubular material in the 
following. 
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Threading 

Repeat harnesses 1, 2, white; harnesses 3, 4, red; to desired width. 

Weaving 

Step 1. Weave 1-in. tabby, harnesses 1-3, 2-4. 

Step 2. Tube: Weave with one color of rug-weave yarn, either red or 
white. Carry as directed below around the warp, from above to below, in a 
circular weaving motion. Start at the right side, upper fabric surface. 

Row 1: Counterbalanced: harnesses 1, 2, 3; jack: harness 4. Weave above, 
right to left. 

Row 2; Counterbalanced: harness 1 alone; jack: harnesses 2, 3, 4. Weave 
below, left to right. Bring weft around right selvage to upper surface again. 

Row 3: Counterbalanced: harnesses 1, 2, 4; jack: harness 3. Weave above, 
right to left. 

Row 4: Counterbalanced: harness 2 alone; jack: harnesses 1, 3, 4. Weave 
below, left to right. 

Continue repeating these four rows. 

Step 3. Stuff the cushion when weaving its desired size. Most looms will 
permit stuffing a 6-in. pillow before warp needs bringing forward. 

Step 4. Weave 1 in. of tabby at the end to close the tube. 

CARPET BAGS 

If the tube is used as a bag, do not close the top but fold it over. If woven 
with sturdy yarn and set to a good width, the directions for threading and 
weaving a tube just given will make a splendid carpet bag in coarse, durable 
texture to hold rags or laundry. 

DOOR MATS 

In these days, when the price of fiber mats used for doorways often is 
high, and a good bit of protection is necessary at the front door for wet 
boots and shoes, it is practical to know how to make door mats at home. 
Rugs made in the same way are excellent in front of fireplaces or in front 
of sinks or stoves where the floors are cold. 

The mats shown in Figure 114 are made of remnant twines or jute strips 
cut from burlap bags. Two methods are given. One is to cut the burlap 
bags in 1-in. strips and weave them as weft through coarse cotton warp, 
8/5, 4/4, or 8/4 doubled. The other method is to unravel the jute strings 
originally used in weaving the bags, and group them in clumps to make 
weft loops in tufted technique, as shown in Figure 33, Chapter 7. 

METHOD NO. 1 

The door mat of strips (Fig. 114) is cut from burlap bags or coarse discarded 
clothes. Pieces of any coarse fabric may be cut in frayed strips to use as weft 
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Fig. 114 — How to design and weave heavy doormats. 


on a heavy v^arp. After weaving, the surface may be brushed up to form a 
rough pile surface. 

For the warp, use 8/4 cotton set at 6 pairs per inch, or 8/5 or 4/4 cotton 
warp set at 8 singles per inch. Having the warp threads this far apart allows 
the frayed weft to come through to form the rough texture desired. A 10/5 
linen warp also may be used. This is coarse and strong and should be set at 
6 singles per inch. For very coarse wefts, set the warp at 4 pairs of 8/4 or 8/5 
per inch. 

For the weft strips, cut old burlap from bags, or coarse men’s suiting or 
overcoat material, into strips from 1 to IH in. wide. Threadbare, commercially 
woven rugs also can be cut into strips % to 1 in. wide, cutting parallel to the 
warp and across the weft. This makes a strip with shaggy sides as described 
for twice-woven rugs in this chapter. When used for weft again, these strips 
make a very fluffy texture, especially when brushed. 

To make such a rug, follow the procedure in Figure 114. First weave a 
heading 14 in. wide if you wish a fringe, or 1% in. wide if you want a hem. 
Use carpet warp double or 4-strand cotton for this heading. Now weave with 
the rough weft, as at B. Beat closely, and pack firmly. 

Design. Door mats should be simple in design, or with a hit-and-miss or 
neutral mottled texture. Of course, dark borders can be woven at the ends 
or strips of darker weft where desired, as shown at 1 and 2, Figure 114. 



METHOD NO. 2 

Use the bouton^ method of Figure 33, Chapter 7. 

Unravel a burlap bag and save both the warp and weft strands of jute. 
Put them together in clumps of from 5 to 10 strands. Use this clump as a 
heavy weft for picking up loops where the design indicates. 

Design. Several types of design, as shown in Figure 114, may be used. 
First of all, the burlap may be tied in bunches and dyed beautiful dark 
tones of red, green, and brown, with diamond dyes. Or use the natural burlap 
and one color to make a mat. 

Design 1. Plan simple borders at the ends of the rug with dark tufts or 
loops, as shown at No. 1. 

Design 2. Make stripes of dark loops across the center of the mat, as at 
No. 2. 

Design 3. Make a continuous rectangular dark border all around a field 
of natural burlap in the center. No. 3. On graph paper, make a simple 
initial. Put this in with the tufts in the dark color across the center. 

Design 4. Make 2-color blocks of any design planned on graph paper. 
Simple triangular forms arc best to start with. Later, design diamonds 
and forms within borders can be added. 
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CHAPm 29 

Rugs of Unusual Design 


There are some rugs that are difficult to classify, for they differ in their 
design or texture from the usual categories. The rugs grouped in this 
chapter are unique in some way, either as to textural structure, design, or 
technique. In several cases they combine various techniques. 

For instance, the rug in Figure 119 cannot be classified as Flossa, because 
no knots are made but small bits of cotton are run into the weft sheds. 
It is similar to laid-in, but has a pile effect. The rug in Figure 121 com- 
bines several techniques, and a study of this rug will serve to show the 
modern weaver what can be done by applying a knowledge of rug techniques 
to a creative floor covering. 

After mastering the techniques in this hook, the ingenious weaver will 
not be long in grasping the infinite possibilities in the achieving of new 
effects in rug and carpet designs. He can play with both design and material, 
applying them to the method desired. Starting with any preferred design, 
he can go through the book choosing those techniques which seem most 
suited. Then he can lay out his materials in possible colorings and combine 
them most effectively. It is a good idea to lay out a plan on a large smooth 
piece of wrapping paper the desired size of the rug. 

A great deal of variation can be gained by changing rug backgrounds. 
New ideas in pile rugs in Half-Flossa, Half-Rya, or tufted rugs, are given by 
experimenting with different kinds of rags, jute, or even the latest synthetic 
materials to get a background effect that is intriguing as well as pleasing. 

TAPESTRY RUG IN PEACOCK DESIGN (Fig. 115) 

The beauty of this rug lies in its design, and the relationship of the 
center to the border. Two pairs of peacocks face each other to form the 
center portion of bodies and heads with combs erect. The tail feathers extend 
outward to form the border. 


254 




Fig. 1 15 — A rug 
in Gobelin 
tapestry technique. 
Peacock design. 

By Marianne 
Richter, studio of 
Marta Maas, 
Fjetterstrom, 
Sweden. 


A bit of clever designing is shown in the way the legs of the birds extend 
down into the border. They are nicely spaced and form pleasing breaks in 
an otherwise all-feather surface design. The colors are bright red and green, 
and well-spun wool was used for filler in the tapestry technique, Chapter 8. 
An inexperienced weaver should not attempt to make a rug of this type. 

TUFTED RUG IN HALF-RYA (Fig. 116) 

This tufted rug in Half-Rya shows the beauty of free designs possible for 
the haridweaver to create in pile techniques. The highly stylized design, 
suggestive of Aztec or South American figurations, is beautifully executed 
with a background sprinkled with starry forms. It has a rare delicacy of 
conception and would make a lovely rug for an entrance hallway or open 
spot in a living room. 
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Courtesy — Nils Nessim Workshop 

Fig. 116 — Tufted rug, 
"Celebration," designed 
by Sigvard Bernadotte. 


BATH MAT IN TILE DESIGN WITH TUFTING 
ON A TEXTURED GROUND (Fig. 117) 

This bath mat in tile design is one of the firmest, most satisfactory bath 
mats ever designed. The weaver used several of this type in her rich-looking 
and comfortable bathroom. The tufts of tan and white are woven into 
the rich ivory texture of the background. When finished, the edge is turned 
to wrong side and bound with tape. 

DESIGN 

Tile designs have been used for floors for hundreds of years. In Italy tile 
designs form one of the most interesting features of home and public life. 
Handmade tiles of exquisite designs and bright colors are used in the 
humblest of dwellings where it is a matter of pride to polish them into a 
glistening cleanliness, and we are all familiar with pictures of tiled court- 
yards in palaces and mosaic tiles of indescribably^ beautiful colorings. 

A study of tile designs and their history could well fill a lifetime. For 
the handweaver, here is a field of great interest, and he can make good use 
of the carefully wrought tile figures found in pictures and museums, in the 
making of rugs and bath mats in pile techniques. 
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Fig* 117 -Bath 
mat in tile design 
with tufting on a 
textured ground. 


Courtesy — Mrs. 
Leigh Hunt 


In this mat, the soft inviting color effect is given by carefully sheared 
tufts of brown, beige, deep cream, and ivory. 

WARP PLAN 

Warp: Carpet warp used double or linen 10/5 
Weft: Background weft: 4-strand natural cotton filler 
Threads per Inch: 8 pairs of carpet warp, or 8 single strands linen 
Threading: Twill 

WEAVING OF BACKGROUND 

2 rows tabby: harnesses 1 and 3, then 2 and 4 

1 row tufting according to pattern; use wool ends as in Figure 119 

2 rows tabby 

2 rows on opposites using same 4-strand cotton filler: harnesses 1 and 2, 
then 3 and 4. 

GREEN MARBLE, A MOTTLED RUG (Fig. 118) 

This rug was designed for an entrance hall with a rubber-tile floor pat- 
terned in classical squares about half of which are solid beige, others olive- 
green, and the remainder marbleized in greens, chartreuse, and brown 
tones. The sturdiness of the rug is related to the long-wearing floor tile. 
The marbleized effect of the design adds grace to the severe floor pattern, 
as though one of the squares grew and grew until it became a large 
area of the floor. 
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Fig. 118 —''Green Marble/' a 
mottled rug for a tiled floor. 


Courtesy — Elvira R. Ponkey 



The basic color of olive-green is a warm appealing shade sparked with a 
not-too-bold chartreuse, enhanced by a shadowy green intended to cast 
shadows from olive to chartreuse to give the eye a “neutral zone” as it travels 
from one color to another. The olive-brown adds depth in pulling the whole 
theme earthward in an earthy color. The areas of color in their particular 
forms give the impression of an aerial view of a countryside, further associating 
the design and its colors to nature, to the earth (viz., coming from out-of- 
doors into an entrance hall). A beige fringe (not shown) was meant almost to 
embed the rug into the floor, since it matches the beige squares. 

All yarns in their various weights and colors were selected and mixed 
as are oils for a painting. The rug was first designed in water color. This 
sketch was then sectioned for proper placement of color and 84,000 yards of 
yarn were measured off into the proper lengths for each amount of color and 
knotted together in color sequence. After this the yarn was knitted into 
tubing and woven into the rug arranging each “throw” in its proper place to 
form the design. The weft ends were smoothly joined to avoid overlapping. 
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WARP PLAN 

Warp: 8/4 carpet warp, color beige 

'"ti 

^ 10-dent reed, 3 ends per dent in every fourth dent 
wiA 4 ends in the two end dents on right and left selvages to reinforce 

Size of rug: 30 x 60 in. 

Threading: Standard twill or tabby, woven as plain weave 


RAG RUG WITH 


TUFTED DESIGN 


LAID-IN 
(Fig. 119) 

It would be hard to classify this rug, for it is half shaggy tufts and half 
rap, the ratire background texture being woven with rags alternating with 
a jute cord TTie tufts seem to resemble Rya loops but are made of bits d 
yarn slipped honzontaUy under two adjacent warps at a time no knot 



Fig. 119 — Rag rug with laid-in 
tufted design. 


Courte8)r — The Peasantcrafters 


259 



In this type of rug one can devise many interesting forms in both free 
and conventional design. It gives complete liberty for choice of color, since the 
tufts are arranged in a group of harmonizing tones set off by a soft colored 
rag background. 

The rug is very economical to weave, for both the rags and the tufts can 
be salvaged materials. All the tufts must be of the same material such as all 
wool or all cotton rug-weave yarn; and the rags must be all the same kind 
of cloth such as old sheeting or finely cut silk stockings. The jute rows 
between the rag tabby give firmness to the rug. 

WARP PLAN 

Warp: 4-ply carpet warp 
Threads per Inch: 10 

Wejt: Alternate rows of fine white rags and natural-colored jute 

Tufts: Soft bits of wool or cotton 

Colors of Tufts: Brown, yellow, green, henna 

METHOD OF WEAVING 

Heading: Weave y4-in. tabby with carpet warp same as warp. 

Design: 4-in. alternate tabby of rag and jute (the size of a matchstick) ; 
2-in. shag tufts in adjacent arrowlike formations. Tufts iVi in. long. 
Insert under 2 adjacent warps on harnesses 1 and 3; then skip 2 warps. 
After inserting tufts according to your color plan across warp, weave 
one row tabby with no tufts, harnesses 2-4. Then repeat with tufts on 
harnesses 1-3. 74n. Diamond Design — colors reading from center: green, 
yellow, red, and dark brown diamond on outside; 3-in. tabby. 

Center: A 1-in. strip of shag tufts with successive brown, yellow, green, and 
rust clumps. Reverse from here. 


A PLAY ON DIAGONALS (Fig. 120) 

This rug is one of simple elegance. The background is just a solid twill 
weave and the lines or bands were embroidered on afterward. 


Fig. 120 -A 
play on diagonals, 
a rug made of 
knitted tubing. 


Courtesy — 
Elvira R. Ponkey 
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The colors and design of the rug were specifically arranged so that black 
would always show up as the dominant color (related to the warp), red 
next, dark green next, and chartreuse last. The reason for this arrangement 
is that the rug was designed with the intention of using it as a fireside rug 
before the hearth with burning logs. The design is so arranged that certain 
lines disappear and reappear depending on the angle at which it is viewed 
and the lighting effects, while the Lurex glitters, catching every dancing 
flame. This rug also gives striking effects imder flooding sunlight and 
artificial light. 

RUG PL A N 

Warp: Black carpet warp set two per dent in a 15-dent reed 

Weft: Knitted tubing consisting of 1-strand heavy crochet cotton, 1-strand 
fine crochet cotton, and 1-strand silver Lurex. The crochet cotton strands 
are both a silver-gray color. 

Threading: Standard plain twill, standard tie-up 

Weaving: Weave plain twill for the whole length of the rug, never revers- 
ing or changing the direction of the twill at any time. 

Shaping: Pin the rug down on a very closely woven commercially made 
rug (pin to size), steam and block, let dry well. 

Adding Design: The diagonal design is made by hand by entwining a 
very long double thread of carpet warp with the warp threads of the 
rug. This amounts to embroidering on Ae surface. Four zigzag columns 
were planned and four different colors were used: bright red, black, 
dark green, and chartreuse. To form the zigzag columns follow chosen 
pattern lines from the direction of the twill weaving and embroider two 
rows 1 in. apart and parallel for each column of the design, whi(i 
amounts to boxing the design as one does when making block letters in 
prin ting . After the embroidery is finished, fill in the spaces by over- 
casting with finely cut chenille in the same colors as the outlines. 

RUG DESIGN COMBINING SEVERAL 
TECHNIQUES: HALF-FLOSSA, RAG-RUG 
WEAVING AND TAPESTRY (Fig. 121) 

In this heavy living-room rug the border effect is given by change of 
material. The warp is heavy cotton twine set at 6 per inch, and the weft is 
made of jute, rags, and chenille. 

The main pebbly-looking filler is of jute, with ends left extendmg at the 
sides. Over this, the Half-Flossa bands of black are added to make the 
center columnar effect. Between the jute rows are light-colored bands of 
cut rags or chenille, and across these tufted strips of gray Flossa are spaced 
the same length as the black. Solid black bands travel nearly across the fabric, 
and these, as well as the white ones, lock with a crinkly filler like a border. 
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Fig. 121 — Rug design 
combining several tech- 
niques: Half-Flossa, rag 
vveaving, and tapestry. 
Untrimmed ends form 
side borders. A 
braided fringe adds 
interest. 


Courtesy — Robert D. Sailors 


Note that this is a very flexible design and could be applied to several 
techniques — Half-Flossa, rag weaving, and tapestry. 

MODERN RUG WITH LAID-IN SISAL DESIGN 

(Fig. 122) 

This idea in a rug has a chance for infinite variations. The rug of white 
sisal on a black warp is quite an innovation. It is simple, charming, and durable. 

The technique is a laid-in method with the rows of white sisal coming 
between rows of black cotton. The occasional tufts of the sisal, a wirey jute 
fiber, are laid in for design and trimmed level after completion. The back- 
ground of black cotton twine warp at 6 per inch is crossed with rag filler 
that goes all across the rug except where tufts are laid in; then the rags are 
woven up to the sisal, leaving the sisal area free. A black cotton weft alter- 
nates with the rag rows and this goes all across the entire rug even between 
the rows of white sisal tufts. The fringe is braided cotton warp. 


Fig. 122 — Modern rug 
■with laid-in sisal design. 

Courtesy — Robert D. Sailors 
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WARP PLAN 
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Fig. 1 23. — A pile rug depicting a natural scene. 
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Warp: Black cotton twine 

Weft: Black cotton twine, alternating with rags 

Latd-ln Material: Lengths of sisal, a wirey jutelike substance 

Threads per Inch: 6 

PILE RUG DEPICTING A NATURAL SCENE (Fig. 123) 

It is possible to work out free rug designs on graph paper and weave them 
as pie by the Swedish Flossa Rug Technique, Chapter 4, or by the Em- 
broidered Flossa Rug Technique, Chapter 5. It is wise to use subdued colors 
and subtle shades of color. This rug was so lovely when finished that the 
owner decided to use it as a wall hanging. The deeper tones of the foliage 
are brought out in the neck and legs of the deer, while many shades of tan, 
soft green, and brown were used for the grasses, and beige for the deer’s body. 
WARP PLAN 

Warp: Use either 8 single heavy warps per inch, such as 4/4 cotton, or 8 
pairs of carpet warp. In each case there will be 4 knots per inch. 

Weft. For rug knots, use rug wool filler or its equivalent in doubled yarns. 
Weave headings for wide hems at ends of 4-strand cotton or carpet warp 
double. 


PART VII Kug borders. Tinishes, 
and Zreatment 


CHAPTER 30 

Rug Borders 


If we could have at our tongue’s end the many advantages of handwoven 
over factory-made rugs, we could easily convince our customers of their 
higher price value. The handweaver should take advantage of every sales 
point that makes his particular rug different — a quality product resulting 
from highly creative eiffort. The fact that a handwoven rug can have a border 
of any width or design proves one of its greatest assets, and every handweaver 
should know how to design borders. Horizontal borders across the width of 
a rug or at its ends are simple and easy enough to plan. Many interesting 
examples are scattered throughout this book. Borders on all four sides of 
a rug prove of still greater advantage to the handweaver. 

In any art, the borders form both an approach and a protective frame to 
the main part of the design. Like preludes in music or frames in painting, 
they suggest a purpose in the complete concept and often give a hint of 
what is to follow. Setting the central design apart from its surroundings, 
they help to direct the eye to the design and add charm and accent to its 
outlined form. While some rug types do not need borders distinct from a 
main central part, others are definitely enhanced by the addition of a border. 
Border designing is a fine point in the perfection and completion of the fabric. 

When it comes to rugs, borders help greatly in placing the woven unit 
within the decorative scheme, framing its design, defining its size, and often 
giving the keynote to what lies within. Some borders are nothing more or 
less than continuous repeats of a small part of the central motif, as shown 
in No. 4, Figure 126. Others are in marked contrast to it and accent its 
character, as in No. 2. Well-designed rug borders are shown in Figures 
6, 48, 78, 81, 84, 85, etc. 

Rug borders can be wide or narrow, and this, too, is determined by the 
design they frame. A simple wide border acts as a relief against a small 
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Fig. 125 — Corner of rug 
design with border formed 
by a table. 


detailed design, and a simple repeated twill border serves as a satisfying 
frame when large figures form the main part of a rug. 

SUGGESTIONS FOR RUG BORDERS 

While all our rules come down to the basic fact that if a border looks 
right it is right, there are certain design suggestions that may help us 
combine pattern and border more effectively. 

1. If a pattern has one or several large motifs, design a border with many 
close repeats of a small motif or use a twill or herringbone repeat for 
the border. 

2. If the main pattern is composed of a section of small repeated motifs, 
plan a simple border of one large motif such as a table, diamond, wheel, 
or plain block. 

3. The width of the border depends upon the preference of the weaver. 
It is advisable, however, not to make a border measure more than one fifth 
the width of the total rug. Borders from one sixth to one tenth of its width 
are good. 

4. The border may suggest the main character of the design. If it is a field 
of circles, the border may be composed of closely repeated semicircles or 
curving lines as shown in Figure 127. If it is composed of alternate tables 
or stars and diamonds, the border may be a larger table or star as in No. 1, 
Figure 126, or an asymmetrical design like a winding vine may have an 
irregular border. 
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5. A part of any figure in the pattern may be repeated for the border 
as in No. 5, Figure 126. A border also can be planned in such sharp contrast 
to the center field that it will accent its character, as in the detailed border 
against the plain center in No. 3; or the block border against a center with 
circular motifs in No. 2. Sometimes just one of two alternating blocks is used 
as a border, Figures 96 and 109. 

6. Very often both the border and the pattern are improved by separating 
them with a narrow section of twill, as shown in No. 2, Figure 94; with a 
diamond figure as in Figure 77 ; or with a small block, as in No. 1, Figure 126. 

7. Borders on diamond rugs can be a succession of four blocks, harnesses 
1-2, 2-3, 3-4, 4-1, written 1, 2, 1, 2, 3, 2, 3, 4, 3, 4, 1, 4, while the main pattern 
uses the same succession of blocks and their reverse, but with more harness 
notes in each block, such as a six- or eight-thread block. Start the main 
pattern on harness 1 and the 1-2 block. This harness 1 also finishes the border 
ending on harness 4 of the 4-1 block. 

8. Twill or Rose Path makes an excellent close-grained border for a large- 
motif center. Repeat harnesses 1, 2, 3, 4; or harnesses 1, 2, 3, 4, 3, 2; or, for a 
larger herringbone border, harnesses 1, 2, 3, 4, 1, 2, 3, 4, 3, 2, 1, 4, 3, 2, as in 
No. 4, Figure 126. 

9. Some techniques lend themselves naturally to borders. A series of these 
is shown in Figures 95 and 96. Two-block designs are among the easiest 
to handle. Alternating single units always can be used to form a closely set 
border, or just one large block at a corner. 

10. Reversing the colors in the rug motifs will produce a most satisfying 
border. A beautiful example is the rug in the Sunset pattern. Figure 78. 
Note that the design of the border is the same as the center but in oppo- 
site colors. 

11. Sometimes it is enough to outline a rug design with a narrow accenting 
margin, as in lower left. Figure 39, where a Navajo rug in gray and white 
and black is bordered with 2 in. of black margin. Note that this is further 
accented by a pure white line next to the black. In Figure 111, lower right, 
the outline is dark against a light center. 

12. A Modern treatment is to alter the rug texture near the margins, thus 
suggesting a border effect, as in Figure 121. 

13. One senses that a border would be accessory to many rug designs 
which are quite complete in themselves, such as the lovely modern rugs. 
Figure 5 and 10, the allover key pattern in Figure 22, the Green Marble Rug in 
Figure 118, and of course a great many patterns with repeated motifs. Figures 
16, 18, 19, 79, and 92. 

14. In many techniques, where designs are created against a background, 
such as in Flossa, tapestry, and laid-in, the background itself is sufficient for 
the border. This is true of Figures 57, 106, and 120; note the clever way in 
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3 



Fig 126 — Six border variations for rugs. 


which the background is extended to form a border around repeated motifs 
in Figure 17. 

SIX BORDER VARIATIONS FOR RUGS 

The rug borders in Figure 126 are described in the following. Only one 
corner of each is shown, except for No. 3. 

1. Here the border becomes the main feature of the rug, with a radiating 
pattern at the corner separated from the main ground by a small table which 
forms a column along the sides. The main pattern shows a ground of crosses 
and stars, the latter in keeping with the radiating corner motif. It can be 
worked out in Overshot technique. Chapter 21. 

2. A large circle repeated throughout for the center pattern is sharply 
defined by a border composed of a large table of two alternating small 
blocks. This is an example of a border setting off the main pattern by contrast. 
It can be worked out in Overshot, Chapter 21. 

3. A Summer and Winter rug presents one repeated block for its large 
uniform center which is light on one side and dark on the other, while the 
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two alternating Summer and Winter blocks are used in small size for the 
border. Use either a light or a dark center. See the diagonal line. This rug 
may also be designed in any of the two-block techniques of Chapters 23 and 24. 

4. Beautiful rugs and coverlets are made with borders of twill and reverse 
twill. Here the twill reverses three times to form the border with a small 
reverse for an outside margin. The center of the rug may be twill only, or 
there may be one reverse at the center, dividing the rug into four quarters. 
Find directions in Chapter 20. 

5. T his is a good example of a rug in which one of the smaller pattern 
motifs is repeated to form the border. The main pattern consists of a small 
cross and a large table. This is made into an attractive rug by framing it 
with a border of crosses. This rug also can be finished at the outside edge 
of one of the center tables, enlarging it to one and a half its regular size and 
adding a selvage of harnesses 1, 2, 3, 4. Enlarge the corner table, as shown in 
Figure 125. This is a four-harness Overshot pattern; plan it from information in 
Chapter 21. 

6. Here again a two-hlock rug is attractively outlined by a border repeating 
the large blocks twice and adding four smaller blocks at the edge. This rug 
can he made in any of the textures of Chapters 23 and 24, Figures 94 and 96. 



Fig. 127 — Wheel of Fortune rug with 
undulating wave borders, called 
also "Cup and Saucer." The 
draft is shown in Figure 86. 
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CNAPreR 

Finishes for Rugs 


The finishing of a rug and the treatment of its ends can add greatly to its 
appearance. Examples of rug finishes are shown in Figures 129 and 131. To 
determine the type of finish suitable for a rug, consider its style, shape, and 
design. If it is tailored with square or oblong designs, or just plain borders, 
a hem is good, as shown in A or B, Figure 129; also in Figures 5 and 6. 
If the rug is of the Indian Navajo or tapestry type, it is correct to have a 
fringe, as in C or D, Figure 129. If the warp is sparsely set, make a double 
fringe to fill in or add interest, E, or add more strands to make the fringe 
fuller, as in H and 0. If the warp is closely set, use the soft fringe shown in 
F. The decorative fringes, G to N, show how to add material for extra fringe 
bulk. See braided rug fringe with extra ends of yarn added in Figure 24; 
also heavy added wool fringe, Figure 128. 

RUGS WITH HEMMED ENDS (A and B, Fig. 129) 

In planning a rug with a hem, allow 1 in. of tabby weaving at the ends, 
using weft like the warp. If the rug has a right and a wrong side, turn the 
hem entirely under, as shown at A. To make the hem inconspicuous even on 
the wrong side, weave the section of tabby heading in the color of the 
rug material. 

If there is no right or wrong side, plan 1% to 2 in. of tabby weaving 
at both rug ends. Make the hem only up to the last row of rug material, 
as at B. The same amount of tabby weaving will show on both sides. This 
may be made a definite part of the rug design, if planned in appropriate 
colors, and will form an attractive finish at the end. This method makes the 
rug reversible, since both sides show a hem designed to be an integral part 
of the rug. 

PLAIN FRINGES FOR RUGS (C, Fig. 129) 

If the warp is of wool, a closely beat section of tabby at the ends will hold 
without tying a fringe, as at C. Use fine material, and beat it as firmly as 
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Fig. 128— Tufted rug 
with uncut loops and 
wool yarn added to 
make a heavy fringe. 

Designed and woven 
by Elmer Guy. 


possible. Weave from % to ¥2 in. of this. It is most effective when this fine 
weft covers the warp. The hairy fibers of the wool warp will keep the weft 
from unraveling. 

REGULAR FRINGE (D, Fig. 129) 

For the regular tied fringe at D, weave a heading of H-in. tabby to tie 
against. Then leave 4 in. of warp unwoven to have plenty of fringe for 
tying easily. Let the last row of tabby weaving act as a safety row so the 
others will not fray out, as shown by the dotted line and arrow in D. Unravel 
this as you come to each knot, but not before. 

A tied fringe must be made with the same count of warps for each group, 
and all knots must be tied evenly and close against the tabby section or 
heading. Choose the number of threads to go into the knots, the same for 
all knots, such as four, five, six, etc. Make an overhand knot of the group 
as shown in D. Keep the knot loose until pushed up close to the tabby heading ; 
then tighten it. If it seems difficult to push the knot up close, insert a crochet 
hook into the center of the knot, and shove up against the heading with this. 

DOUBLE FRINGE (E, Fig. 129) 

If a decorative fringe is desired, tie several rows of knots, as in E, but 
allow greater length to the fringe to make room for these knots. After 
tying one row across, take half of the strands from the first knot and let 
them hang unused for this row, as shown by the dotted lines, 2, in E. Take 
the rest of this group, 1, E, and tie it to half of the threads from the second 
knot. Split each knot of the former row in half, and tie it to half of the 
threads from the next knot all the way across. The last half of the knot at 
the selvage always waits over for the third row and is then tied to half of 
what became the end knot of the previous row. A double fringe is shown 
in the modernistic rug. Figure 10. 
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rig. 129 — Ways to finish rugs. 


SMOOTH FRINGE FOR HEAVY WARP THREADS 
(F, Fig. 129) 

If the warp threads are heavy, take half of the threads in each group to 
tie over the other half, as shown in F. This fringe will prove most attractive. 
To tie a knot, take half of the threads in group 1, carry them under group 2, 
then up and to the left over this same group 2 to form a loop. Now bring 
down the threads of group 1 through the opening of the loop, as shown. 
Pull on group 1, and shove the knot up close to the heading. 










ADDED FRINGE MADE ON A BELT LOOM 
(G, Fig. 129) 

Fringes may be woven separately on an Inkle loom or narrow belt loom. 
Stretch a few warps across, and for the fringe cut yarns 8 to 12 in. long. 
Weave them in as tabby, as shown at G, making a selvage on one side only. 
Either overcast the fringe side as at 1, or tie the ends into regular rug 
knots as at 2. Sew this woven selvage to the end of the rug. 

WOVEN FRINGE ON ANY LOOM (H, Fig. 129) 

Either wide or narrow fringes can be woven on any warp. Use the regular 
rug warp, but add extra selvage threads, as at H, with a 3-in. space between 
them and the rest of the warp. Weave the fringe yarn back and forth allowing 
^ to 1 in. for solid weaving or a fringe heading. Either weave one strip only, 
as at H, or weave all the way across the warp and make fringes at each side, 
as shown at 7. Even if the center part of a wide warp is wasted, it is often 
a good plan to do this rather than to set up a new warp. While many rugs 
have sufficient warp for their own fringes, added fringes are excellent for 
weft-surface rugs in which warps are set far apart. 

Overcast the lower portion of the fringe next to the open space, as at curving 
stitches, /; then cut as shown at the vertical arrows. The fringe at I makes 
two strips, with cut cloth at the upper part of the heading at the center arrow. 
This can be turned under when attaching the fringe to the rug. For two 
separate fringes, each having selvages, weave two strips side by side as at K. 
Use two wefts, weaving first a row with one, then the other. Reverse at the 
center warp thread. When finished, pull out the extra guide warp threads 
at outer selvages, and the two fringes will come apart ready to use. While 
this method takes longer to weave, it makes it easy to attach the resulting 
uncut edges to a rug. 

PLAITED AND BRAIDED FRINGES 
(L, M, N, Fig. 129; Fig. 122; and Fig. 130) 

Decorative braided borders may be made in the manner shown here. These 
finishes have been found on the fabrics of civilizations older than ours, where 
the hand was master of intricate twining methods. One of these is shown in 
L and M, Figure 129. With a group of warps, L, 1, weave under the next 
group 2, and over 3. Weave group 2 under 3 and over the next group, 4. 
Continue thus, “under one, over one, and down” throughout the warp, looping 
last group around the adjacent group with an overhand knot to fasten at 
the finish. The finished edge resembles the sketch at M. Draw all groups 
up snugly. Either let the warps hang loose as at M, or braid them as at TV. 

To braid the ends, assemble 3 or 4 adjacent groups, and make a 3- or 
4-strand braid of them. When it is the desired length, take one of the 
groups, and tie in an overhand knot around the others, as at TV, arrow. 
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Courtesy — Handweaver and Craftsman 


Fig. 130 — Pile rugs against tapestry 
background, showing Oriental fringes. 


More decorative fringes can be made by leaving very long ends for braiding, 
then braiding or interlacing the braids themselves in about the same manner 
as shown for the tied fringes at E. The beautiful Oriental braided rug fringe 
is shown in Figure 131, bottom right. In Figure 24 the strands are braided 
directly downward without the decorative top braid. 


HOW TO MAKE TASSELS (O, Fig. 129) 

Added tassels are used for rugs, runners, pillows, the corners of mats or 
seat cushions, bag cords, and saddle bags. 

A clever tasseled fringe may be added where the warp threads of a rug 
are scarce. First tie the thin cut ends of warp into loops, using a regular num- 
ber for each loop at planned intervals, as shown in O, Figure 129. Wrap 
several rounds of the colored warp to be added around a book, and insert 
this circle of threads into the loop made by the tied warp ends as shown in 


the top sketch at O. Call the top loop 1, the bottom one, 2; draw 2 up through 
1, as shown in the center sketch. Pull on 2 until 1 has been fastened tight 
about the warp loop; 2 is now down at the bottom of the tassel again. Gut 2 
through the center as shown in the bottom sketch at P. Put a tassel in each 
warp loop. When the added fringe or tassel has been completed, comb it out 
carefully with a coarse-toothed comb. 



Courtesy — Handweaver and Craftsman 

Fig. 131 — Examples of rug fringes. 
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CHAPTER 32 

Preservation and Care of Rugs 


If we like rugs well enough to design them, plan their colors, and weave 
them, we surely do not wish to shorten their life by lack of care. The beauty 
of a rug is enhanced by its cleanliness and the preservation of its colors and 
texture. There are various suggestions which will help the owner of rugs 
to make them last for a longer period of enjoyment. 

HANGING RUGS 

When rugs are used as tapestries or wall panels, they should not be hung 
for too long a time. One month a year they should be kept rolled or 
lying flat. 

In hanging rugs, try to distribute the strain of the rug weight evenly. The 
best way is to sew a tape all across the end of the rug. If this is a wide tape 
or piece of cloth 1 to 2 in. wide, sew one side of the tape to the rug, let the 
other roll over a dowel or metal rod; then attach it to the rug. Tie cords 
at the ends of the rod and hang the rug as shown in A, Figure 133. 

If the rug is heavy, sew rings to the tape in the back of the rug at intervals 
across the top. Then get a strong board to hang on the wall horizontally; and 
across this, at the same intervals as the rings, place hooks and slip the rings 
over the hooks. Neither the board, rings, nor hooks need show, because they 
are fastened to the rug just under the top. 

Another method is to bring the end of the rug over in a hem at the top, 
and run an enameled dowel or regular tapestry rod through the hem. Attach 
a silk cord at both sides and hang it from a point at the center above the 
panel, as shown at A, Figure 133. Attach tassels at the sides if desired. See 
Figure 129 for making tassels. 

Regular drapery rings of metal or wood may be attached at the top of 
the hem, as at B, Figure 133. Cords to match the rug may go directly upward 
from points along the rod, as shown. To carry out the handwrought idea, 
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Fig. 1 32 — An excellent type of rug 
j-.ack for displaying rugs. 


make your own twisted cords using the same yarn as that of the rug. Make 
the cords as shown at D-H. Attach two strands, possibly of two different 
colors, together in a knot, as at D. Fasten the end of one to a hook, E. Twist 
the other end, F, until the yarn is tight and kinks. Then hold D taut, bring 
end F back to end E, and twist in the opposite direction. This forms a rope, 
G. Out of this handmade cord, make loops for the top of the rug, as at H, 
instead of commercial metal rings. 

STORING RUGS 

In storing rugs, always roll them with the right side inward, that is, the 
tufted side of Flossa, the looped side of laid-in, etc. Never fold a rug. Roll it 
on poles 3 in. or more in diameter, of lightweight wood, well seasoned so no 
sap will exude. Firm cardboard rolls or cylinders also can be used. The bamboo 
poles used by rug dealers are excellent. 

Rugs should be stored in dry, cool places with moth spray or crystals in 
some form used as a protective measure. 

CLEANING RUGS 

Once a year all rugs should have a good vacuum cleaning, with both right 
and wrong sides cleaned. 
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Before rolling for storing again, sprinkle moth flakes all over the right side. 
Never shake rugs as this causes undue strain and weak spots may appear. 
Woven and braided rugs will last much longer if swept or cleaned with a 
vacuum cleaner. If you prefer to shake out your rugs, be sure to shake any 
woven rugs from the sides, holding them by the selvage. This prevents 
shaking out the fringe and loosening the rug in general. 

A very fine way to clean rugs is to take them out on the grass on a snowy 
day, cover them with clean snow, then sweep this ofF. The dirt goes along 
with the snow, and leaves the rugs fresh and clean. Another excellent method 
is to scatter bits of newspaper, soaked in water, all over the rug, then sweep 
them off. The damp newspaper bits carry the dust with them, and help to 
clean the rug. This is a good method for cleaning large rugs. The newspapers 
are torn into small 2- or 3-in. squares, dropped into a pail of water, then 
excess moisture is squeezed out before scattering. Any large wood or tile 
floor also can be cleaned well in this way, the advantage being that the dust 
is taken up by the moist paper as the floor is being swept. 

Flossa rugs, or any tufted type, should not be cleaned with a vacuum, for 
the suction of the machine may pull out the tufts or loops, or pull apart the 
ends of the knots. Various pastes can be used on the backs of such 
rugs to render the tufts secure. It is more advisable, however, to clean this 
type of rug by sweeping with moistened papers, or by shaking gently or 
just sweeping carefully. The old-fashioned method of hanging rugs over a 
clothesline and whacking with a flat wire rug beater is not such a bad idea 
after all. If this is done carefully, it is a good way to clean handwoven 
pile rugs. 

WASHING RUGS 

Before washing a rug, be sure the colors are fast. Darn any weak or torn 
places carefully to prevent still greater damage while cleaning. In mending, 
always match with the same kind of material, if possible either the rug 
yarn in the main part of the rug or the fringe. 

In general, the best way to wash rugs, whether of cotton or wool rug 
yarn, is to prepare a tub of warm sudsy water, and slush the rugs up and 
down until the dirt comes out. Try two washings if necessary. Rinse in 
the same temperature in the same way. To dry, hang the rugs evenly on a 
line in a shady place as the sun might fade them; or roll them between large 

bath towels. j u Ji • 

A good way to wash heavy rugs that are somewhat awkward to nandle is 

to lay them flat over newspapers, then scrub over their surface with a brv«h 
and sudsy warm water until they are clean. Then scrub them again with 
fresh water until the soap has been removed. 

Some sturdy rugs can be washed in a washing machine. It is best to run 
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one rug through at a time. Also soak well in suds, then cut the washing 
time in half for less wear. Rugs with fringes should never be washed in a 
machine, for the fringes might fray. Washing machines also are hard on 
choice handwoven rugs. Really good rugs should go to a dry cleaner. 

Producers of commercial rug yarns issue directions for their washing. Some 
advise adding a teaspoon of lye to a tub of water to insure fast colors. 

PACKING RUGS FOR SHIPPING 

Commercial weavers should roll their rugs when packing them. If many 
rugs are placed in a box side by side, they are easily handled and counted. 

Rag rugs may be folded four to eight times, parallel to the weft only, 
placed singly or in piles in strong wrapping paper, and shipped thus. If tied 
several times, their firmness will hold the package flat. 
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PART VIII MelpftU MMs for Hug Weavers 


CHAPTER 33 

Short Cuts 


In any craft, time and dollars are saved by knowing the right way of doing 
little things. Working efficiency comes not only from long experience, but 
from being watchful of ways to improve one’s skill. The following sug- 
gestions will prove helpful to rug weavers. Figure 136 consists of short cuts 
and helpful hints as follows: 

LOCKING ALTERNATING WEFTS AT SELVAGES 

To secure a good selvage when using two wefts, the rule is: If the last 
weft passes u»iior the last warp, put the other weft under it before weaving 
through. If it passes ooer the last warp, put the other weft ouer it. This 
meth^ takes care of locking the wefts around each other (follow diagram 
J, Fig. 136). 

TO MAKE UNIFORM EDGES FOR LAID-IN MOTIFS 

When turning laid-in yarn around at the reverse point of the design, carry 
the yarn around a hairpin or thin wire. This will produce an even outline, B, 
Figure 136. 

HOW TO KEEP TRACK OF SEVERAL SHUTTLES 

When using two or three shuttles in succession, always place them in the 
same order on the cloth. Weave the shuttles in the order 1, 2, 3, until all 
emerge at the same side, C. 

TO MAKE AN EVEN FRINGE 
The quickest and most accurate way to cut a straight edge across a fringe 
is to lay it at the edge of a table; comb it out with a coarse comb; then trim 
off the uneven lengths by running sharp shears close to the edge of the table. 

TO MAKE A NEAT SPLICE 

When piecing a heavy rug filler at selvage, cut out half of it, P; turn the 
other half into the next shed; lay the new end through; cut off flush, E. 
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Fig. 1 36 — Short cuts and helpful hints for rugweavers. 


SLiYING WARP THE EASY WAY 

A very convenient tool for sleying the warp in the reed is a kitchen knife, 
shown at F. The hilt of the knife prevents it from sliding through the reed 
dents. A Swedish S hook is also excellent, shown at G. This is made of a 
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thin piece of hardwood in the shape shown, carefully sandpapered and 
shellacked or waxed. 

HOW TO TIGHTEN A LOOSE WARP END 

When a warp thread loosens, slip a wire, match, pencil, or dowel under 
the thread. Twist this device around once or twice to tighten it, and then 
slip the ends of tightenmg device under the warp as shown at H. The looser 
the warp thread, the more twists necessary in tightening. 

TO JOIN NARROW RUG STRIPS 

To join rug lengths for a room-size rug, sew the adjacent edges together 
using the “figure-of-eight” or “in-and-out” stitch. The sewing thread should be 
in a neutral or blending color so as not to show, and it should be either 
a ply cotton, doubled and waxed to add strength, or a strong linen, such as 
10/5 or 20/2. After the strips for the entire rug have been sewed together, 
the seams should be pounded down flat with a wooden mallet. 

RUG SHRINKAGE OR TAKE-UP 

All handwoven fabrics shrink both warp-ways and weft-ways when taken 
from the loom. This is especially true of rugs, where the heavy materials cause 
a greater take-up. 

TAKE-UP IN WIDTH 

Rugs shrink or pull in across their width about 1 in. for each 2 ft. of width. 
A large rug will shrink from 1 to 2 in., and a width of 40 in. on the 
loom becomes 38 in. off the loom. 

TAKE-UP IN LENGTH 

Take-up along the length is very important for determining how many 
rugs can be made out of a warp. Shrinkage runs from 10 to 12 per cent. 
This means that for every yard woven, about 3 in. of warp will be lost. 
The take-up is caused by the thickness of the weft, and the passing of 
the warp threads above and below the weft. This up-and-down movement 
of the warps can be seen by looking at the rug sideways. 

TO SECURE A GOOD RUG SELVAGE 

The selvages of a rug are a problem, for the weft is generally heavy and, 
as it reverses, causes quite a nub or projection. The best way to keep the 
edge even is to pull each row of filler taut at the selvage, then leave the 
yarn on a considerable upward slant until at the other edge it is 3 or 4 
in. away from the last row. This slanting trend allows for the take-up all 
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across the weft without drawing in the edge. If you do this with the same 
tension each time, and leave the same upward slant, the edge will be even. 
Heavy pattern yarns, rugro, rags, thrums, etc., protrude from the selvage 
about % in., and this is taken for granted when weaving rugs. The projections, 
however, must be even. 

A good way to test the straightness of the edge is to keep a ruler near 
at hand and lay it along the looped projections occasionally. The loops that 
have been pulled too taut are readily seen, as they form an indenture at 
one side of the ruler. If the loops are even, they will all touch the ruler’s 
edge in about the same way. 

DOUBLING THE SELVAGE THREADS 

Some weavers prefer to thread their selvages with single warps, for in 
weaving there is enough pull-in at the edges to draw the edge threads close 
together. 

Others sley the outside or selvage threads of the warp closer than the 
rest of the warp. In rugs this is recommended, since it strengthens the edge 
against the pull of heavy reversing wefts, and may help the weaver to keep 
a straight edge. The edge can be strengthened in two ways: 

1. Sley double threads through the last two dents on each side. 

2. If the warp threads have skipped every other dent of the reed for a 
wide setting, sley the four last threads on each side through each dent 
singly. 


STRONG CARPET WARP RECOMMENDED 

The difference between reliable handwoven rugs and the cheaper commer- 
cial variety sometimes found for sale in chain stores is their construction. 
We use or should preferably use a 4-strand carpet warp known as cotton 8/4. 
Note in comparison the sleazy warp of the commercial variety set too far 
apart for permanence. These rugs soon fall apart or wear out. 

For rugs of any worth use cotton 8/3 or 8/4 set at 10, 12, or 15 per 
inch. Cotton 9/3 set at 12 to 15 per inch is all right. The stronger warps, 
cotton 5/3, 4/4, and linen 10/5, should be used for very heavy rugs and 
especially for Indian Saddle Blanket and bound weaves and twice-woven 
rugs, as well as for door mats. In double-beam rugs there are two warps, 
so the combined weight of these makes a doubly strong warp. If you do not 
have the stronger warps and are weaving heavy rugs, set carpet warp at 
6 to 8 pairs per inch, and note the difference in strength and quality. One 
can simply draw two threads off their spools and let them twist together 
to make a pair, but for the best way to warp pairs, thread each two warps 
through two successive heddles of the same harness, such as: harness 2, 
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harness 2, harness 3, harness 3, etc. They weave up as parallel threads 
in pairs. 

The regular warp setting of 12 per inch can be adapted to very heavy 
rugs by threading the warp in pairs or groups of three warps, as described. 
Sley the entire group of two or three through a dent of the reed, then skip 
one dent if it is a pair, or two dents if a group of three. Four groups per 
inch of three warps each makes the strongest warp. This is excellent for 
twice-woven rugs or any rug of extremely heavy filler. 


MATS VERSUS RUGS ON TABLE LOOMS 

Rugs should be firmly woven and heavy enough to lie flat on the floor. 
While it is possible to weave ruglike textures on table looms, it is impossible 
to beat successive rows close enough to make a firm durable floor rug. 
However, lighter-weight ruglets and mats are useful in bedrooms and bath- 
rooms or for seat covers and chair backs. Some folks, especially those liv ing 
in apartments, prefer a bath mat of light structure, more or less like a 
heavy towel, that can be washed easily and will dry overnight. 

For those who enjoy weaving rug textures, and yet who do not own a 
floor loom, it is possible to make an “imitation” heavy rug, by weaving 
two small rugs of the same texture and size on a table loom, and jo ining 
them together at fringed edges and sides, as well as in several places across 
the center, somewhat like a tufted quilt. The double weight gives the firm 
feeling of a heavier rug. 


PIECING RUG FILLER 

Wool and cotton rug yarn and also rag-rug filler with which rugs are 
woven may all be spliced in the middle of a row or at the selvage. The filler 
does not show if the ends of the two joined pieces are tapered carefully. The 
weaver can always stop a moment to trim down a bulky end, or to twist 
together two tapered ends, so that their joining will not show. It has been 
found conducive to neat joinings to untwist the rug filler and part the 
separate strands used in its “ply” at different distances. This tapers the 
ends of the rug filler perfectly and makes a very neat splice. 

At the selvage, in turning the old end of a heavy rug filler around prepara- 
tory to its overlapping with the new end, half of it should be cut out 
underneath the turning angle, as in sketch 5, Figure 136. This gives only 
half the bulk to be concealed along with the new end which can also be 
tapered somewhat. The beauty of the finished rug depends upon the care 
exercised in such details. 
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Fig. 137 — How to keep 
the loom from slipping. 


HOW TO KEEP A LOOM FROM SLIPPING 

(Fig. 137) 

Since the strength of the beat is quite important to assure a firmly beat 
rug, a strong compact beat should be given to every row of filler. This may 
cause the loom to slip forward gradually. There are several ways in which 
to offset this. 

1. Some weavers place small squares of sponge rubber or rubber knee 
pads under the legs of the loom to keep it from slipping. This is helpful 
in ordinary weather, but in extreme heat the rubber may stick to the floor 
and leave a black residue. Hard rubber is not affected but is not so slip- 
proof. Any substance having some friction will help if placed under the 
legs of the loom. “Loom anchors” also can be obtained from supply 
companies. 

2. The warp or back beam of the loom may be tied with a strong 
rope to a solid fixture in the wall. This method keeps the front of the 
loom out in the room, easy of access. 

3. If the weaver does not mind having the front of the loom facing a 
side wall, with the warp beam projecting out into the room, the best way 
to keep the loom from slipping is to place two heavy wood boards or 2 by 4’s 
against the front legs, with their other ends butting against the side wall, 
as shown in Figure 137. Make cuts into one end of the boards the size of 
the legs, so that the boards will fit snugly around the legs, as shown. The 
stronger the beating, the firmer the loom will stand. 

4. If the weaver does not wish to make some such provision for this 
problem, his best solution is to obtain a very heavy loom to begin with, 
then practice a sharp, short, firm beat, which is not so likely to make the 
loom crawl forward. 
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ADDING WEIGHT TO THE BEATER 

If the floor loom is only medium weight, additional weight can be given 
to the beater. This will be found to help greatly in the production of a firmly 
bound rug. The simplest way is to add a long bar of flat iron at the base 
of the beater in the back, placed horizontally and parallel to the length of the 
reed. This bar of iron should be % x 2 in. in size and almost as long as 
the beater. Screw it to the bottom of the shuttle race with plenty of screws, 
countersimk. 

DIFFERENT WAYS TO WEAVE RUGS 

New effects are worth trying and sometimes give rise to very interesting 
and worthwhile textures. Try the following methods of weaving Overshot 
pattern rugs. 

USING TWO ROWS OF TABBY 

Instead of following each pattern row with a row of tabby, follow each 
pattern combination with two rows of tabby, both harnesses 1-3 and harnesses 
2-4. This changes the character of the underlying texture, and offers a chance 
for more color in the binder. However, the rug may not be quite as heavy 
as with one tabby unless one uses a thicker tabby. 

ALTERNATING HEAVY AND FINE FILLER 
IN PLAIN WEAVE 

In weaving two-harness rugs in plain weave, try putting the heavy filler 
through on the first shed, and a tabby binder on the second shed, and keep 
repeating. All the rug yarns will show in a column on the first shed. This 
makes a lighter-weight rug than one in which every row is of heavy rug 
yarn, but it has its purpose in producing lightweight bath mats or cottage rugs. 

WEAVING ON OPPOSITES 

Weaving on opposites is an interesting way of making a heavy rug. It 
consists in following each pattern row of a four-harness threading with 
the opposite pattern row, using much the same weight of filler, instead 
of using a tabby of lightweight cotton. The opposite rows may be the same 
kind of filler but a different color, to set off the regular rows. Sometimes 
the weaver uses a filler of lighter weight for the opposites, although not as 
fine as a regular tabby binder. The difference m color sets off the pattern, 
so that it forms its true figuration, and the added weight of a heavier-than- 
tabby filler after each pattern row makes a rug of firm structure and 
durability. For a complete description of this method, see Chapter 21. Here 
are the opposite harness combinations: follow harnesses 1-2 with harnesses 
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3-4; harnesses 2-3 with harnesses 4-1; harnesses 3-4 with harnesses 1-2; 
harnesses 4-1 with harnesses 2-3. 


WEAVING AS TWILL 

Almost any Overshot pattern may be woven in the twill succession without 
any tabby binder, i.e., harnesses 1-2, 2-3, 3-4, and 4-1. Continue repeating 
these 4 rows. Most patterns will produce an attractive series of diagonal and 
curving lines in parallel formation. This texture can be used as a border 
against plain weave for the rest of the rug; or sections of the twill may be 
interspersed with sections of plain weave; or the entire rug may be twill- 
woven, possibly with change of colorings. Observe this precaution, however, 
if the pattern has long overshots, the successive long loops of twill woven 
without tabby may cause too much loop on the surface of the rug, a condition 
always to be avoided for the sake of practicality. However, rugs are planned 
with short overshot for this reason, no matter how they are to be woven. 
Usually, if a rug is woven as pattern with tabby, it may also be woven 
as twill without tabby, each successive twill row binding the previous 
row down. 


HOW TO GET THE MOST FROM A 
PATTERN THREADING 

Although there is an authentic way to weave every type of pattern, for 
truly creative weaving and to satisfy a market which demands the unusual 
and modern as well as the conservative and traditional type of fabric, the 
weaver should try many variations of his pattern, and experiment with 
different harness successions. A four-harness loom usually is thought of 
as having six harness combinations, but it really has fourteen. All of these 
should be tried and their succession altered in as many ways as possible 
until a pleasing texture has been discovered. The fourteen possible com- 
binations are: 

The two combinations usually employed for tabby: harnesses 1-3 and 
harnesses 2-4. 

The four evenly balanced harness combinations, with two harnesses up 
and two down: harnesses 1-2, harnesses 2-3, harnesses 3-4, and harnesses 
4—1. 

The four combinations using three harnesses down at one time known 
as “three against one”: harnesses 1-2-3 together, harnesses 2-3-4, harnesses 
3-4-1, and harnesses 4-1-2. 

The four treadlings using only one harness down at a time, known as “one 
against three”: harness 1 alone; harness 2 alone; harness 3 alone; and 
harness 4 alone. 
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On a jack loom, all o£ these combinations are treadled with equal ease; but 
on a counterbalanced loom, the last four fail to give a good shed. However, 
if the palm of the hand is placed across the top of all the harnesses directly 
after treadling, the three that should rise together will all be brought to a 
common level, and although the shed is narrow, it will be an even shed 
and possible to use. 

In the traditional 6-treadle tie-up, one can secure only six of these com- 
binations at any one time. For this reason looms with a direct tie-up are 
successfully used for rug-weaving variations. This means that harness 1 is 
tied to treadle 1; harness 2 to treadle 2; harness 3 to treadle 3; and harness 4 
to treadle 4. No lams are used, and one can get any of the fourteen com- 
binations listed readily by the use of balanced foot action on convenient wide 
pedals. 

TESTING OUT THE COMBINATIONS 

It is an adventure to tread a new pattern on a loom and to test out the 
various harness combinations to see what each looks like. When these com- 
binations are all laid out on the cloth, study them at leisure, note their 
possibilities, and then make a plan for the succession you think is suitable 
to the purpose at hand. The combinations should, of course, be separated from 
each other by a little plain weave. For instance, weave harnesses 1-2 (tabby 
after each row) several times, enough to see this particular formation; add 
several rows of plain weave only; then weave harnesses 2-3 several times, 
followed by a section of plain weave, etc. Continue to weave each com- 
bination — those with one or three as well as two harnesses — until you are 
completely familiar with the layout of all of them as they will appear 
when woven on the cloth. Then combine them to form designs of your 
own creation. 

ACCENTING RUG PATTERNS WITH 
PLAIN-WEAVE SECTIONS 

Charm and variety can be added to pattern rugs by setting off sections 
which show their figurations with background sections which are quite 
plain. This also saves material. Such a rug is shown in Figure 6, the Whig 
Rose rug woven star-fashion. For this particular rug, a better quality rug 
filler was used for the Whig Rose borders. In between them, sections of 
tabby were woven using cheap natural cotton rug filler, known as mop 
yarn.” The rug proved even more interesting than if woven with a repeated 
pattern throughout. Rugs that can be woven in this way are Indian Saddle- 
Blanket rugs. Chapter 17; twill and herringbone rugs, Chapter 20; Overshot 
pattern rugs. Chapter 21; the Summer and Winter weave. Chapter 22; and 
Crackle-weave rugs. Chapter 25. 
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HOW TO USE WARP AND WEFT WASTE 

Every rug weaver knows that there is often a small amount of warp or 
weft Irft after weaving up a loom full of rugs. This can be used in many 
ways. If there is a short length of warp still left on the loom, weave this 
up into a strip to be folded over to make a purse or bag. These small lengths 
can also be used for table mats or seat covers. If the ends are cut off they 
are called “thrums” and sometimes used as filler. 

The weaver can save odds and ends of warp in a box and later put them all 
together in a mottled warp of many colors — often found productive of 
interesting rug effects. The same is true of the filler — stunning rugs have 
been made by simply laying short lengths of filler in through the shed, hit- 
and-miss fashion. Provided tapering ends of the pieces overlap, this kind 
of a rug proves as durable as any other. 

Colorful bits of filler can also be used for accents bordering the edges 
of stripes. Just one row of flame, skipper blue, or gold, or even black or 
white between border sections serves to set off the stripes at both sides. 

Waste warps and wefts can be woven up into practical and good-looking 
laundry bags, hot pads, pot holders, sturdy seat mats for porch chairs, sofa 
protectors, and many other useful household items. 

HANDWOVEN STAIR TREADS 

In Figure 138 is shown a special use for small amounts of leftover warps 
and wefts. To protect nicely finished or painted stairs in period homes, the 
handwoven stair tread has many advantages over the modern rubber or 
synthetic type. Into it one can weave both cheery color and design interest, 
and thus transform a dark colorless stairway into a place of unexpected 
charm. The smart handweaver, developing such an idea for his own use, 
might find a ready market for such little stair rugs, and become skilled 
in weaving miniatures of surprising beauty. The same idea can be applied 
still further to seat mats and footstool covers. 

There are many ways in which to weave them. Tiny rag rugs can be 
woven on an 8/4 carpet warp set at 12 per inch and woven with fairly 
narrow rags well packed, with close tabby at the ends or sides for a hem. 
Into these one can weave a gay motded array of colors, or simply use one 
interesting stripe. The warp is very effective if planned with two side stripes 
after the manner of the early Colonial stair carpets. Figures 66 and 67. In 
other words, what we are really doing is making a modern version of this 
charming type of traditional stair carpet with its gaily striped warp. 

The tw6-block Log-Cabin technique was used to weave the treads in 
Figure 138. Other practical and closely woven textures good to use are: 
Summer and Winter, Crackle, twill, or herringbone, and for a very thick 
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and durable stair mat, the double-beam method of Chapter 27. From the 
Soumak technique the weaver can also design lovely examples using simple 
conventional motifs. Soumak also offers a durable way of binding left-over 
lengths of filler into a useful article. Try successive rows of shades of color, 
or simply a scries of gay colors in any desired order for a colorful modem 
expression. For Soumak technique, see Chapter 10. 

The stair treads can be woven the long way on a warp 10 in. wide or 
less, which gives firm selvage edges along the sides of the strip that lie 
parallel to the stair edge. In this case the narrow ends are woven as tabby and 
close to the woven portion. Stair treads can also be woven in the other 
direction across a regular rug width of from 30 to 42 in., be ginning with 1 in. 
of closely packed plain weave for a hem, the center section woven in a 
design for the stair width of from 8 to 10 in., then the hem at other side. 
In either case, the important thing is to use good strong warp and weft, 
to select a technique that will produce a firm, durable rug surface, and to 
weave the ruglets on a loom that enables the weaver to beat them firmly. 
These three requisites might be said to form the basic essentials for the 
weaving of all our handwoven rugs, large or small — strong warp and weft, 
a well-integrated texture, and a reliable loom and weaver. 
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Index 


Accenting rug patterns, with plain weave, 287 
African vogue, as a two-block rug, 201 
African vogue blocks, rug arrangement in, 203 
African vogue technique, checkerboard rua in. 
193 

Alternating wefts, interlocking at selvages, 279 
Arrow-weave border, in Navajo rugs, 62 f 
Asymmetrical stripe repeats, for rag rugs, 126 

Basket weave, see Log-Cabin weave 
Beam, how to add extra to a loom, 237 
Beater, adding weight to, 285; requirements, 12 
Block-design rugs, character and texture, 194; 
decorative use, 196; designing two-block rugs, 
196; writing the drafts for, 201 ff 
Blue-Ribbon Honeysuckle pattern, for overshot 
rugs, 162 

Bobbins, description of, 13 
Bobbin winder, purpose of, 13 
Borders, applied to rugs, 264; twill and herring- 
bone as, 143 f 

Border variations, six examples for rugs, 267 ff 
Bound weaving, for twill and herringbone rugs, 
146 

Boutoni loop rugs, decorative use, 50; materials 
and warp settings, 51 f; method of finishing, 
54; method of weaving, 52 f; types of desien, 
50f 

Brickwork inlay, method of, 77 f 
Bronson technique, checkerboard rug in, 190 f; 
eight-harness rug in, 230 f; for a two-block 
rug, 201 

Carpet bags, by double-weave method, 251 
Carpets, domestic, 131 
Carpet warp, kinds recomn>ended, 282 f 
Checkerboard rugs, character and texture, 180; 
decorative use, 181; design and color, 180 f; 
draft-writing for, 182 f; materials and equip- 
ment, 181; variations of, 181 f 
Chenille, suitability of, 16 
Chenille effect, of twice-woven rugs, 248 
Chenille rugs,, equipment, 47 f; materials, 48; 
texture, 47; warp and threading plans, 49; 
weaving plan, 49 
Cleaning rugs, 276 

Color, foctors of, 19; and rug design, 19 f 
Color blend rug, for rag-carpet style, 129 
Color value, what is meant by, 20 


Combinations, harness, testing of, 287 
Cops, description of, 13 
Cotton rug yarn, description of, 16 
Crackle-weave rugs, design and color, 205 f, 208 f ; 
diamond design, 211, 213; equipment, 207; 
herringbone design, 206, 211; how to weave 
the blocb, 208; method m, 207 f; nature of 
the weave, 207; overlapping of blocks, 207; 
texture and decorative use, 205; warp setting 
and materials, 206 

Cross and table pattern, for overshot rugs, 164 ff 
Cutting knife, for Flossa rugs, 36 

Diagonals, a play on, 260 f 
Diagonal tapestry, method of, 59; for Navajo 
rugs, 65 

Diamond pattern, for overshot rugs, 154 f 
Diamond rug design, in Crackle weave, 211, 213 
Diamond threading, for Indian Saddle-Blanket 
weave, 114 

Dog-tracks pattern, with handsome border, 169 if 
Door mats, in Boutonie method, 253; twice woven, 
251 ff 

Double-beam rugs, two-warp, 235 
Double-faced carpeting, eight-harness, 220 
Double-face rug, eight-harness, 218 
Double-weaye mats, enclosed scat cushions and 
bags, 248, 249, 250 
Double-weave rugs, twice woven, 246 
Dovetailed tapestry, method of, 60; for Navajo 
rugs, 64 

Eight-harness, double-faced carpeting, 220; dou- 
ble-face rug, 218; two-block pattern, 217; as 
a two-block rug, 201; two-block twill pat- 
terns, 216 

Eight-harness Bronson, character of, 230 f 
Embroidered Flossa rug, color and design, 40 f ; 
equipment, 41; materials, 41; method of mak- 
ing loops, 43; method <rf weaving, 41 ff; tex- 
ture, 40 

Entwined laid-in, method of, 77 

Equipment and materials for weaving rugs, 12 fi 

Fillers, alternating heavy and fine, 285; rug, 16 f 
Finishes for rugs, with hemmed ends, 269; with 
plain fringes, 269 f 
Eossa bar, description of, 36 
Flossa mgs, circular type, 29 il; design and color. 
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33 £; equipment, 35 £; how distinguished £rom 
Rya rugs, 27 £; method of making, 36 If; 
preparation o£ materials, 34 £; technique of, 
31; texture of, 31 £ 

Fluff rugs, clipping tufts, 47; design and color, 
44; materials, 45; methods of weaving, 46 f; 
texture, 44; warp and threading plans, 45; 
weaving plan, 45 £ 

Fly -shuttle looms, description, 13 
Four-harness Krokbragd, method of weaving, 109 
Four-harness Log Cabin, as a two-block rug, 199 
Free designs, in two-warp rugs, 244 
Free forms, methods adapted to, 21 
Fringe, added, made on belt loom, 272; double, 
for rugs, 270; even, how to make, 279; plain, 
for rugs, 269; plaited and braided, 272 f; 
regular, for rugs, 270; smooth for heavy warp 
threads, 271; woven on any loom, 272 

Gauge bar, description of, 36 
Ghiordcs knot, 3; description of, 26 

Half-Flossa rugs', definition of, 27; how to make, 

32 

Half-Rya rugs, definition of, 27; how to make, 

33 

Hanging rugs, 276 

Herringbone Crackle weave, in a rug design, 
211 f 

Herringbone and M*s and O’s, combined draft for, 
233 ff 

Herringbone rugs, see Twill rugs 
Hit-and-miss carpet, origin of, 130 
Honeycomb, as a two-block rug, 201 
Honeycomb technique, checkerboard rug in, 
187 ff 

Horizontal stripes, for rag rugs, 116 
Hue, what is meant by, 20 

Imiution Summer and Wintet, two-harness two- 
block rug in, 198 

Imitation tapestry, compared to regular tapestry, 
81; description of, 79 f; design and color, 81; 
materials and equipment, 82; method employed, 
82 f; texture and decorative use, 81 
In-and-out laid-in, method of, 74 £ 

Indian Saddle-Blanket rugs, design and color, 
111; equipment, 113; materials and setting, 
111; texture and decorative use, 111 
Indian Saddle-Blanket weave, methods of weav- 
ing, 113 ff 

Inlay methods, for laid-in rugs, 74 
Intensity of color, what is meant by, 20 
Interlocked tapestry, method of, 60 
Interlocking weft threads, in Navajo rugs, 65 
Intermittent stripes, for rag rugs, 125 
“It is woven” method for Indian Saddle-Blanket 
Weave, 113 

Joining, of narrow rug strips, 281 

Key diagram for Summer and Winter rugs, 176 
Knitted tubing, used in rugs, 258, 260 


Krokbragd, equipment for, 107; method of 
threading, 107 f; threc-and four-harness, 105 £; 
warp settings for, 106 

Laid-in rug, in tufted design, 259 £ 

Laid-in rug weaving, decorative use, 73; design 
and color, 73 £; materials and equipment, 74 
Log Cabin, large rag rug, 94 
Log Cabin checkerboard, rug in two colors, 183 
Log Cabin weave, colonial design, 91 f; design 
and color, 90 f; materials and setting, 91; 
method of weaving, 93; texture and decorative 
use, 90; threading plan for, 92 
Long draft, of Summer and Winter, 174 
Loom, definition of, 1 
Loops, for Boutone rugs, 53 

Materials, for warp and filler, 15 
Mats on table looms, versus rugs, 283 
Mattor-weave rugs, design and color, 96 f ; ma- 
terials and equipment, 97 f; method of thread- 
ing and weaving, 99; texture and decorative 
use, 96; warp plan for, 90 £ 

Mill ends, description of, 17 
Modern step pattern, in Crackle weave, 209 £ 
Modern Web rug, eight-harness pattern, 227 ff 
Monk’s Belt, two-harness, 103 
Monk’s Belt blocks, checkerboard rug in, 185 £ 
Mop yarn, description of, 16 
Mottled rug, in green marble design, 257 f 
Mottled warps, for rag rugs, 125 
M’s and O’s technique, checkerboard rug in, 
191 ff; for a two-block rug, 201 
Multiharness Summer and Winter, five-harness 
rug draft, 222 £ 

Multiharness twill, character of, 215 
Multiharness two- warp designs, 242 

Navajo rugs, accenting horizontal stripes in, 64; 
arrow- weave border in, 62 f; design and color, 
61; design suggestions, 62 ff; materials and 
equipment, 62; methods of weaving, 64 £; 
planning designs, 64; tapestry design methods 
for tribal motifs, 64; texture and decorative use, 
62; two-color transition borders in, 63 f; verti- 
cal stripes and side borders in, 64 
Needlework rugs, history of, 6 
Nylon strips, use of, 17 

On-opposites weaving, 152, 285 
Oriental pile rugs, history of, 23 f 
Overlapping of blocks, m Crackle-weave rugs, 207 
Overshot on opposites, design and color, 148; 
direct tie-up for, 150; indirect tie-up for, 150; 
as a two-block rug, 199 

Overshot rugs, materials, 149; texture and dec- 
orative use, 147; traditional tie-up for, 150 f 

Packing rugs for shipping, 278 
Pattern threadings, getting most from, 286 
Peacock design, tapestry rug in, 254 f 
“Pepper-and-Salt,” for rug warps, 123 
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“Pcppcr-and-Salt stitch, principle of, 89 
Persian Knot, see Schna knot 
Picked-up figures, in double-beam rug, 243 
Piecing of rug filler, 283 
Pile rug knots, four types of, 24, 25, 26 
Pile rugs, color and design, 24 f; history of, 3 0; 
materials, 25; with smooth base, 39; texture 
of, 24 

Pine Tree and Snowball Rug, Summer and 
Winter, 223 0 

Plaid rugs, in rag rug weaving, 126 
Preservation and care of rugs, 275 0 
Preservation of rugs, cleaning, 276; hanging, 275; 
storing, 276 

Provincial plaid, for rag rugs, 126 

Rag carpets, design of, 131; design possibilities, 
134; history of, 130; quaint terms for, 130 
Rag rugs, basic design suggestions, 116 0; dec- 
orative use, 115 f; directions for weaving room- 
sized, 133; eight ways to weave striped and 
plaid, 123; equipment and materials, 118; prep- 
aration of warp, 120; preparation of weft, 121; 
rules for weaving, 122 
Rags, coverage of, 17 
“Rainbow*’ warps, for rag rugs, 125 f 
Rose fashion, method of weaving, 162 
Rose-and-Star pattern, for bedroom rug, 166 0 
Rosette pattern, for overshot rugs, 156 0 
Rug borders, 264 0; suggestions for, 265 f 
Rug design, 18 0 
Rugs, classification of, 8-11 
Rug weaving, history of, 1 0 
Rya knot, 3, 4; description of, 26 f 
Rya rugs, how distinguished from Flossa rugs, 
27 f; how to make, 32 

Scandinavian knot, see Rya knot 
Scandinavian pile rugs, see Flossa rugs 
Schna knot, description of, 3, 26 
Selvage, rug, how to secure a good, 281 f 
Selvage threads, doubling of, 282 
Sets of rugs, complete floor coverings from, 137 
Several shuttles, keeping track of, 279 
Shearing, Flossa rugs, 39 
Shearing scissors, for Flossa rugs, 36 
Short draft, of Summer and Winter, 177 
Shrinkage or “take-up,” of rag rugs, 119; of 
rugs in width and length, 281 
Shuttles, commercial fly, 14; large rug, 14; stick, 
14; throw, 14; types, 13 f 
Silk stocking loops, how made, 17 
Silk stockings, screen made of, 129 
Sisal, used for laid-in design, 262 
Six-harness, two-block pattern, 217 
Skein winder, purpose of, 13 
Sleying warp, in easy way, 280 f 
Slipping of loom, how to avoid, 284 
Slit tapestry, method of, 59 

Soumak rugs, color and design, 67; decorative 
use, 67; directions for making, 70; making 
even selvage, 71; materials and equipment, 69; 


texture of, 67; twill and arrow motifs, 70 f; 
with smooth back, 72 
Space, planning for rugs, 18 
Spanish knot, 3; description of, 26 
Speckled weave method, for Indian Saddle- 
Blanket weave, 113 
Splice, neat, how to make, 279 
Spool rack, purpose of, 13 
Stair treads, hand woven, 288 f 
Star-fashion, method of weaving, 161 
Storing rugs, 276 
Striped warps, ways to design, 117 
Stylized forms, planned groupings for, 21 
Summer and Winter, key diagram for, 176; long 
draft of, 174; making your own design with A 
and B blocks, 175; multiharness, 222; Pine 
Tree and Snowball rug, 223 0; planning de- 
signs, for, 174 0; short draft of, 177; tabby of, 
177 f; tie-down of, 178 0; as a two-block rug, 
201; ways to weave, 179 
Summer and Winter laid-in, method of, 79 
Summer and Winter rug, with all-over checker- 
board pattern, 1 89 f 

Summer and Winter weave, design and color, 
172 f; equipment, 174; materials, 173; texture 
and decorative use, 172 
Swift, purpose of, 13 

Symmetrically-planned strij)es, for rag rugs, 125 

Table looms, when used, 12 
Tapestry, diagonal, 59; diagonal for Navajo rugs, 
65; dovetailed, 60; dovetailed, for Navajo rugs, 
64; imitation, 79; interlocked, 60; slit, 59 
Tapestry design methods for tribal motifs, in 
Navajo rugs, 64 

Tapestry rugs, description of, 55 f; design and 
color, 57; history of, 5 f; kinds of, 56 f; ma- 
terials and equipment, 58 f; methods of weav- 
ing, 59 f; texture, 57 
Tassels, how to make, 273 f 
Texture, in rugs, description of, 22 
Three- and four-harness Krokbragd, design and 
color, 105 f; materials used for, 106; texture 
and decorative use, 105 

Three-harness Krokbragd, treadle combinations 
for, 108 f 

Thrums, how used, 17 
Tie-up, regulation six -treadle, 151 
Tightening, of loose warp ends, 281 
Tile design, for a bath mat, 256 f 
Transitions, between warp stripes, 126 
Tufted rug, in Half-Rya, 255 
Turkish knot, see Ghiordes knot 
Twice-woven and double-weave rugs, texture and 
decorative use, 246 

Twice-woven rugs, cutting and weaving, 247; 
design and color, 246 f; material and equip- 
ment, 247; warp and setting, 247 
Twill, weaving overshot rugs as, 286 
Twill and arrow motifs, in Soumak rugs, 70 f 
“Twill or braided” method, for Indian Saddle- 
Blanket weave, 113 f 
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Twill and herringbone, threading for rag rugs, 
145; weaving on opposites, 145 £ 

Twill and herringbone rugs, design and color, 
138 f design variations for, 139; materials and 
warp settings, 139 f; texture and decorative 
use, 138; weaving directions for, 140 ff 
Twill laid-in, method of, 78 f 
Two-block four-harness patterns, structure and 
design of, 199 ff 
Two-block rugs, designing, 196 
Two-block rug units, in different techniques, 
183 f 

Two-block two-harness patterns, structure and 
design of, 196 ff 

Two-color transition border, for Navajo rugs, 63 f 
Two-harness Monk’s belt, directions for, 103 £ 
Two-warp designs, multiharncss, 242 
Two-warp (double-beam) rugs, texture and dec- 
orative use, 235 

Two-warp rugs, design and color, 235 f; design 
possibilities, 236; on five harnesses, 243; bn 
four-harness looms, 239; free design in pickup, 
244; materials and equipment, 237 f; picked-up 
figures in, 243; process of threading, 241 

Uniform edges, for laid-in motifs, 279 


Variations m weaving rugs, 285 f 
Vertical stripes, in decoration, 116 £ 

Warp-face rugs, method for making, 86 
Warping Creel, purpose of, 13 
Warp loops, of Chenille rugs, 48 
Warps, description of, 15 
Warp sizes, chart of, 15 
Warp-surface rug, in stripe design, 87 £ 

Warp- and weft-face rugs, description, 84 f; de- 
sign and color, 85; material and equipment, 
86; texture and decorative use, 85 
Warp and weft waste, how to use, 288 
Washing rugs, 277 f 

Weaving as-drawn-in, for overshot rugs, 151 f 
Weft-face carpet, directions for, 102 £ 

Weft-face rugs, color and design, 100 f; materials 
and equipments 101; method of weaving, 101 f; 
texture and decorative use, 100 
Weights, of yarn for rugs, 16 
Wheel of Fortune pattern, for overshot rugs, 171 
Whig Rose pattern, for a bedroom rug, 159 ff 
Wide-border rug, for overshot rugs, 155 f 
Wool rug yarn, description of, 16 
Wool substitutes, modern, 17 
Woven rugs, history of, in America, 6 f 
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Qreating 
Hooked 'Rugi 

by VERA BISBEE UNDERHILL 
with ARTHUR J. BURKS 

revised edition 


Lavishly illustrated with colorplates 
and photographs 


1 he revival of an early American handi- 
craft, hooking rugs, has become a method of 
artistic expression for women across the 
country. Creating Hooked Rugs, long a 
standard work in the field, is a practical 
guide for all those interested in this art. It 
should be valuable to students, to teachers, 
and to all those who wish to know more 
about hooking rugs. 

This book shows with sketches how to pre- 
pare the rug pattern and frame for hooking, 
how to plan the rug’s colors, how to dye the 
materials, as well as the technique of hooking 
and shading flowers. The authors also give 
helpful hints for creating original rug pat- 
terns. They have worked out with sketches, 
colored photography, and instructions the 
complete directions for making two very 
beautiful rugs— one a geometric design, the 
other a floral design. Creating Hooked 
Rugs is written in a personal, chatty vein, 
and makes enjoyable as well as useful 
reading. 
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